Bernini's light by Fehrenbach, Frank
1.1 G i a n l o r e n z o B e r n i n i , Self-Portrait, 1 6 2 5 - 3 0 . Oil o n c a n v a s , 39 x 31 c m . R o m e : G a l l e r i a 
B o r g h e s e . P h o t o : ICCD R o m e . 
© ASSOCIATION OF ART HISTORIANS 2 0 0 5 
Originalveröffentlichung in: Art history 28 (2005), Nr. 1, S. 1-42
BERNINI'S LIGHT 
F R A N K F E H R E N B A C H 
Domenico Bernini 's b iography of his f a t h e r Gianlorenzo, first publ i shed in 1713, 
can be t raced back to a m a n u s c r i p t which was p repa red w i t h i n i nne r family 
circles d u r i n g the sculptor 's own l i fet ime.1 Wr i t t en agains t t h e background of the 
u n f o r t u n a t e c i rcumstances beg inn ing in t h e late 1660s and cons t ruc ted as a n 
elaborate apology, Domenico 's b iography forwards an a r g u m e n t wh ich f r ames 
the ar t is t ' s life and work in t e rms of a dynamic in terp lay be tween i n n e r creative 
spirits, t he spiri ts of life and imag ina t ion (spiriti vitali and spiriti animali). These 
spirits possessed the sculptor to a n unp receden t ed degree and external ly mani ­
fested themselves by m e a n s of his hands , a n i m a t i n g no t only insensible s tone b u t 
also the endange red bodies of the basilica of St Peter 's in Rome and t h e Urbs,2 
ul t imate ly expand ing in to the m o r e d i s tan t r ea lm of France. For t h e au thor , these 
spiri ts were f u n d a m e n t a l l y spiriti d'amore. No fewer t h a n t h r ee n o u n s a re em­
ployed to describe d i f fe ren t aspects of the sculptor 's ingenio: spirito, colore, luce. The 
par t ia l ident i ty of these concepts is the pr incipal concern of this analysis. 
MOSTRO D'INGENIO 
Domenico perceives Gianlorenzo 's t e m p e r a m e n t as a m i r ro r of his virtu. In t h e 
biography's conclusion, t h e ar t is t is described as dark­skinned, black­haired and 
w i th pierc ing eyes ­ t h e classic fea tu res of a choleric, or fiery t e m p e r a m e n t . 3 
Bernini represen ted h imsel f in precisely these t e rms in n u m e r o u s self­portraits 
(plate l . l ) .4 That he was in f lamed {infiammato), to an u n c o m m o n degree, w i th an 
impass ioned ferocity t h a t was the vital basis of his ar t is t ic drive, is a po in t t h a t 
the sculptor h imsel f emphas izes in a quote in Domenico ' s biography.5 Driven to 
surpass himself , he strove to instil in each new work, t h r o u g h t h e t ransmiss ion of 
his inna te spiriti, an increasingly v ibrant living presence.6 That t h e process by 
which Gianlorenzo enlivened his works was t h r o u g h the active t ransmiss ion of his 
spiriti is i l lustrated by Filippo Baldinucci, w h o wri tes t h a t it was f r o m t h e eyes of 
the ecstatic sculptor t ha t his br i l l iant spiriti first broke fo r th into t h e visible world.7 
How close Gianlorenzo 's a r t approached t h e miraculous , how far, a f t e r the 
spectacular vivacita of his early works, it was t h o u g h t t h a t h e was capable of 
m a n i p u l a t i n g life's forces (spiriti) is i l lus t ra ted by t h e first detai led account con­
ta ined in the Vita: t h e events fol lowing t h e papal elect ion of Maffeo Barberini . 
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B e c a u s e i t w a s w i d e l y b e l i e v e d t h a t B a r b e r i n i w a s d e a d , t h e a p p e a r a n c e o f B e r n i n i 
w i t h t h e n e w l y e l e c t e d p o p e o n t h e Logg ia o f B e n e d i c t i o n l e d t h e p e o p l e t o c o n ­
c l u d e t h a t G i a n l o r e n z o h a d r e v i v e d B a r b e r i n i ' s c o r p s e t h r o u g h h i s a r t . 8 O n l y a f t e r 
t h e d a t e f o r B a r b e r i n i ' s c o r o n a t i o n w a s a n n o u n c e d d i d t h e d i s q u i e t a m o n g t h e 
p o p u l a t i o n s u b s i d e . T h e p o p e h i m s e l f w o u l d l a t e r r e c a l l t h e i n c i d e n t come per 
ischerzo. D o m e n i c o ' s c o n s t r u c t i o n o f t h e s e e v e n t s is a d m i r a b l y b o l d , as t h e p o p e , 
w h o w a s a l l e g e d l y b r o u g h t b a c k t o l i f e b y G i a n l o r e n z o , l a t e r r e p a i d t h e g e s t u r e b y 
r e s t o r i n g t h e spiriti o f h i s s e c o n d M i c h e l a n g e l o , w h i c h w e r e w a n i n g as h e w o r k e d 
o n St P e t e r ' s , b r i n g i n g h i m n e a r d e a t h . 9 As a r e s t o r a t i v e , U r b a n s e n t h i m a p o t e n t 
liquore w h i c h m i r a c u l o u s l y r e p l e n i s h e d h i s e n e r g y , a l t h o u g h t h e p o p e w o u l d n o t 
h a v e h e s i t a t e d t o e m b a l m t h e living B e r n i n i t o immortalize h i m . 1 0 T h e l i n k i n g o f 
t h e s e t w o e v e n t s is a l l t h e m o r e a s t o n i s h i n g i n l i g h t o f t h e f a c t t h a t B e r n i n i w o u l d 
l a t e r p o r t r a y t h e p o p e s o a n i m a t e d u p o n h i s t o m b t h a t t h e p r e s e n c e o f mors w a s 
n e e d e d t o c o n f i r m t h a t h e w a s d e a d . 1 1 
In D o m e n i c o ' s b i o g r a p h y t h e m e d i a , t h e s u b j e c t a n d t h e spiriti o f G i a n l o r e n z o 
a c t t o g e t h e r t o f o r m a n a n i m a t e a n d d y n a m i c d i a l o g u e . G i a n l o r e n z o ' s a m o r o u s 
s p i r i t s a r e i d e n t i f i e d as t h e b r i l l i a n t vehiculum o f h i s a r t i s t i c i d e a s , c a p a b l e o f 
e m b o d y i n g t h e p h y s i c a l v i t a l i t y a n d vir tu o f o t h e r p e r s o n a l i t i e s . B e r n i n i s t r o k e d 
t h e s t o n e , b u t h i s h a n d s w e r e g u i d e d b y St B i b i a n a , f o r i n s t a n c e , w h o s e e m e d , as 
t h e s c u l p t o r h i m s e l f d e c l a r e d , t o c r e a t e h e r s e l f i n s t o n e . T h e a r t i s t is c a s t i n t h e 
r o l e o f a m i d w i f e , t h e w o r k a s a c r e d i c o n . 1 2 G i a n l o r e n z o w o u l d l a t e r r e l a t e t o 
C h a n t e l o u a s i m i l a r e x p e r i e n c e , d e s c r i b i n g h o w t h e persona o f Lou i s xiv s e t t l e d 
w i t h i n h i m a n d f o u n d p u r e a n d f u l l e x p r e s s i o n i n h i s s c u l p t e d b u s t . 1 3 
As t h e f a m e o f t h i s mostro d'ingenio s p r e a d , 1 4 l e t t e r s f r o m k i n g s a n d s t a t e s m e n 
f l a t t e r e d t h e a r t i s t . Yet i n s t e a d o f r e s p o n d i n g t o t h e i l l u s t r i o u s a p p e a l s f o r h i s 
s e r v i c e s ( a n d t h e d e s i r e o f h i s i l l i m i t a b l e spiriti), B e r n i n i r e m a i n e d i n R o m e , c o n ­
c e n t r a t i n g a l l h i s spiriti o n a s i n g l e w o r k : t h e t o m b f o r t h e d y i n g U r b a n w h o , be­
c a u s e o f h i s p o w e r f u l c o n s t i t u t i o n a n d s u b s e q u e n t l y l o n g p o n t i f i c a t e , w a s h a t e d by 
t h o s e w h o h a d n o t f o u n d h i s f a v o u r ( p l a t e 1.2). T h i s w o r k , ' c o s a v e r a m e n t e su ­
p e r i o r e a d o g n i a r t e ' , c o n f r o n t s d e a t h w i t h a n u n p r e c e d e n t e d v i t a l i t y a n d , a s 
C a r d i n a l P a n z i r o l o o b s e r v e d , 1 5 i n d o i n g s o f o r c e s d e a t h i t s e l f i n t o t h e c i r c l e o f 
B e r n i n i ' s m a n i f e s t a t i o n s . B u t , D o m e n i c o w r i t e s , t h e a r t i s t ' s l u c k s u d d e n l y t u r n e d ­
a s if G i a n l o r e n z o h a d c o m m i t t e d b l a s p h e m y , F o r t u n e b r o k e i n w i t h a l l h e r m i g h t . 
B e r n i n i f e l l i n t o d i s g r a c e d u r i n g t h e f o l l o w i n g P a m p h i l j p o n t i f i c a t e a n d w a s 
t h r e a t e n e d w i t h i n a c t i v i t y . B u t B e r n i n i w a s n o t d e t e r r e d a n d c o n t i n u e d t o w o r k o n 
t h e s u n ­ l i k e ' T r u t h ' a n d o n h i s d e p i c t i o n o f t h e l u m i n o u s e c s t a s y o f St T h e r e s a . 
H i s vi r tu d i d n o t s u f f e r f r o m h i s h u m i l i a t i o n ; o n t h e c o n t r a r y , h e c r e a t e d ' l e p i u 
b e l l e o p e r e , c h e f a c e s s e g i a m m a i ' ! 1 6 B e r n i n i ' s u r g i n g , b u r n i n g a n d d a z z l i n g spiriti 
r e s i s t e d r e s t r a i n t . E v e n I n n o c e n t x fe l l u n d e r t h e i r spe l l , l i n g e r i n g e c s t a t i c a l l y 
b e f o r e B e r n i n i ' s c o m p e t i n g m o d e l f o r t h e F o u r Rivers F o u n t a i n . O n t h e o c c a s i o n 
o f t h e u n e x p e c t e d d e l u g e o f r u s h i n g w a t e r s f o l l o w i n g h i s b l e s s i n g , I n n o c e n t 
a d m i t t e d t h a t B e r n i n i h a s p r o l o n g e d h i s l i fe , t oo . 1 7 T h e c o m m i s s i o n f o r p o r t r a i t s 
i n a r a n g e o f m a t e r i a l s , w h i c h f o l l o w e d h i s r e t u r n t o f a v o u r , r e p r e s e n t s n o t h i n g 
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1.2 De ta i l o f Gian-
l o r e n z o B e r n i n i , Tomb 
of Pope Urban vm, 
c o m p l e t e d 1647. 
M a r b l e a n d b r o n z e . 
R o m e : St Pe te r ' s . 
P h o t o : t h e a u t h o r . 
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m o r e t h a n the pa t ron ' s a t t emp t to ga rne r jealously the spiriti of the genius. 
Dur ing the pont i f ica te of Alexander vn Chigi (1655-1667) Gianlorenzo 's abil­
ities once m o r e received unreserved apprec ia t ion . Despite his lack of fo rma l 
academic t ra in ing , the sculptor, t h r o u g h his n a t u r a l ingegno, in f lamed every 
discussion (infiamma discorsi) ­ t ru ly a phoen ix reborn ou t of t h e f lames, accord ing 
to Bernini 's f r iend , Cardinal Sforza Pallavicino.18 Domenico 's example does no t 
stray f r o m this vitalistic analogy. As pa in ters displayed por t ra i t s of t h e pope, the 
sculptor po in ted to a fly, which h a p p e n e d a t t ha t m o m e n t to crawl across the 
table, as a be t te r representa t ive of t h e pope t h a n any ritratto dipinto (significantly, 
t he re is no talk of sculpture) . The a lmost fr ivolous rebus was solved immedia te ly 
by the ass iduous Jesuit Pallavicino w h o discovered the tertium comparationis: ani­
ma t ion , the propor t iona l i ty of m o v e m e n t and organic perfect ion. 1 9 
W i t h Alexander 's twelve­year pont i f ica te Gianlorenzo 's e n o r m o u s hea r t ex­
panded to embrace the en t i re city of Rome. It created a colossal breas t . Piazza S. 
Pietro ­ a gran seno ­ t h e place w h e r e love abides and a t t rac ts all of h u m a n k i n d . 2 0 
The square , bui l t w i th stones f r o m the bowels (viscere) of the hills a r o u n d Tivoli, 
was to be completed in t ime to embrace a royal conques t of t r i u m p h a n t love ­
Chris t ina of Sweden. Domenico does no t hes i ta te to connec t the arrival of this 
imper ia l convert in Rome wi th t ha t qual i ty which would be of cent ra l impor tance 
for Bernini 's res idence at t h e French cour t ­ charisma, t h e heavenly g i f t to heroes, 
the i r mysteriously percept ib le m a r k of recogni t ion. 2 1 Already praised by his for­
m e r enemy, Innocent x, as one w h o was able to move easily w i t h i n t h e mos t elite 
social circles,22 Gianlorenzo was perceived by Chris t ina as he r equal . Her recep­
t ion coach, the Porta del Popolo, t h e res idence of t h e queen were all created by 
Bernini. Now, cast ing he r gaze over an a n o n y m o u s mass of people, she recognized 
h i m w i t h o u t hes i ta t ion; one is t empted to add tha t the i r spiriti sough t and found 
one a n o t h e r natural ly . Chris t ina h o n o u r e d Bernini even f u r t h e r d u r i n g her visit 
to his atelier: w h e n Bernini appeared in his ar t is t ' s smock, she, in t u r n , touched it 
w i th he r fingers.23 
A shor t t ime later Domenico describes a s imilar royal encoun te r at St Germain : 
Gianlorenzo immedia te ly recognized, w i t h o u t doubt , t he face of Louis xiv, w h o 
gazed at h i m curiously t h r o u g h a gap in the door.2 4 In response, Bernini, Chan­
telou tells us, placed his esprits vifs at t he young mona rch ' s disposal.2 5 The inborn 
charisma of t h e French ruler , activated t h r o u g h his a n o i n t m e n t wi th holy oil, m e t 
Bernini 's spiriti. The ar t is t acceded to the king's wish to be portrayed, despi te his 
'debolezza di vista e del polso' .2 6 W h a t t h e pa in fu l j o u r n e y of t h e old ar t is t to 
France seems to suggest becomes increasingly obvious: having restored Rome for 
the hei r of St Peter, Bernini b rough t to t h e Sun King his dwind l ing powers. 
The process of po r t r a i t u r e itself is implicit ly described in procreat ive te rms . 
The diaris t Chante lou tells us t h a t Bernini wished to create an original , no t a copy 
(plate 1.3) of t h e king. To this end , he conceived (concepisce) t h e ex terna l char­
acteristics of his subject (fatezze), in par t icular , his movements , f ea tu res and 
gestures, wi th t h e aid of sketches, and t hen absorbed t h e m in to his fantasia. He 
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1.3 G i a n l o r e n z o B e r n i n i , Bust of Louis XIV, 1665. M a r b l e . Versa i l l es : M u s e e 
n a t i o n a l e d u c h a t e a u . P h o t o : A l i n a r i (25588). 
' i m b i b e d ' a n d ' d r e w ' t h e m i n t o h i s m i n d , 2 7 i n o r d e r finally t o g ive b i r t h (parto) t o 
t h e w o r k i n m a r b l e . 2 8 T h e e r o t i c t o p o i o f t h i s a n a l o g y a r e q u i t e e v i d e n t . Fo r ex­
a m p l e , w h e n B e r n i n i , a s C h a n t e l o u r e l a t e s , a d m i t t e d t o t h e k i n g t h a t w h i l e p o r ­
t r a y i n g h i m h e w a s s t e a l i n g a p a r t o f h i m (sto rubando) w i t h h i s eyes , t h e k i n g 
r e p l i e d , f l a t t e r i n g l y , t h a t h e h o p e d w h a t w a s s t o l e n ( i m p l i c i t l y ­ h i s spiriti) m i g h t 
i n s o m e w a y b e r e t u r n e d t o h i m . B e r n i n i r e p l i e d m o d e s t l y b u t , a t t h e s a m e t i m e , 
s u b t l y i n v o k i n g t h e t o p o s o f c r u e l t y i n a m o r o u s d i s c o u r s e , d e c l a r i n g c o q u e t t i s h l y 
t h a t h e t o o k m o r e t h a n h e w a s a b l e t o g ive i n r e t u r n . 2 9 T h e b u s t ( n o w t h e k i n g ' s 
' copy ' ) w a s exces s ive ly p r a i s e d b y t h e q u e e n b e c a u s e s h e w a s , as B e r n i n i o b s e r v e d , 
innamorata w i t h t h e ' o r i g i n a l ' . 3 0 T h e g a z e o f t h e l o v e r r e c o g n i z e d t h e l o v i n g 
s u b s t a n c e w h i c h e n l i v e n e d t h e w o r k . E q u a l l y , t h e p a r t i n g g l a n c e b e t w e e n t h e 
k i n g a n d B e r n i n i b e t r a y e d t o t h o s e w h o b e h e l d t h e m t h e e x t e n t t o w h i c h t h e y h a d 
g r o w n t o love o n e a n o t h e r ( h o w innamorati t h e y w e r e ) . 3 1 
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1.4 G i a n l o r e n z o Bernini , Model for the Equestrian Statue of Louis XIV, 
c. 1669/70. Clay. Rome: Galleria Borghese . Photo: ICCD Rome. 
In light of this affinity, the intrigues which awaited Bernini in Rome, which 
aimed to divide h im from the Sun King, were all the more cruel. Compelled to prove 
his love, the sculptor dedicated the next eight years to the realization of the eques­
t r ian colossus of Louis (plate 1.4), un i t ing once more, as wi th the m o n u m e n t for Pope 
Urban, ' tut t i spiriti & il piu vivo dell 'arte'.32 He b u r n t (arde) to realize the work and 
was prepared to die while working on it.33 It is precisely in this context tha t he made 
the impor tan t and m u c h discussed observation tha t he aimed to unify (accoppiare) 
paint ing and sculpture 34 Wha t he mean t by this commen t is i l luminated by the 
apologetic context in which it was stated. A critic of the m o n u m e n t observed tha t the 
depiction of the king's apparel was defined wi th too many intricate folds, defying the 
rules (regola) of ancient sculpture. Bernini, in response, insisted tha t this was not a 
fault bu t in fact reflected his ability to bend marble like pasta. This talent enabled 
h im to surpass the work of ancient sculptors who, he contended, did not have the 
heart - in o ther words, the passion and courage ­ to work wi th stone as freely as he 
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did.35 Aside from the calculated difficolta in the paragone wi th antiquity, the Vita's 
leitmotif is, once again, plain. Only a sculptor wi th a large and loving heart , a vessel 
of immeasurable spiriti, is in a position to bend stone, actually to soften it. Bernini's 
virtuoso handl ing of the stone becomes the l i tmus test of his heart ; to manipu la te 
the m e d i u m in his way requires a more intense inner fire than tha t of the sculptors 
of antiquity. Consistent wi th one of the oldest topoi, the stone is cast in the role of the 
beloved, who 'melts ' at the sight of the lover.36 
Yet even the mos t lively of spiriti m u s t in t ime weaken . To reconcile this in­
evitability, t h e ageing Bernini stressed t h a t disegno could, at least to some degree, 
compensa te for t h e d imin i sh ing forces of t h e ar t is t ' s h e a r t ('la debolezza del 
polso').37 From this perspective, he was able to comple te one final sculp ture , his 
'beniamino':3S t h e bus t of Christ for Queen Chris t ina . 3 9 But, to protec t his vul­
nerable a rch i tec tura l riputazione in a nebbia di malevolenza, h e used the bui lders ' 
scaffolding to repa i r t h e Palazzo della Cancelleria, agains t the wishes of his num­
erous n a t u r a l chi ldren. There, t he athleta amoris succumbed to a fa ta l illness: 
significantly, a cold which led to a final ' hea t ing ' (riscaldamento)\40 Gianlorenzo 's 
d e a t h was, for Domenico, a slow decline fol lowing a l ight fever (lenta febre). 
Gianlorenzo who, according to the tes t imony of his f r i end t h e Jesuit genera l 
Giovanni Paolo Oliva, always displayed a b u r n i n g passion w h e n discours ing on 
religion, as well as a subt le and heavenly incl ined ingenium, felt t h e g radua l re­
t rea t of his spiriti f r o m the ext remi t ies of his body. He sensed, first of all, t he loss 
of the vital creative force of his r ight h a n d and t h e n t h e f ad ing of his voice. But 
Domenico is ca re fu l to tell us t h a t the indwel l ing spiriti of t h e sculptor did no t 
a b a n d o n h i m ent i re ly and con t inued to flicker in the eyes of t h e dying m a n j u s t as 
they had always captivated his aud ience and a n i m a t e d stone.4 1 For Baldinucci, it 
was Bernini 's dea th itself wh ich i l lumina ted his life a n d work. 4 2 
SPIRITS 
Domenico Bernini 's Vita of his f a the r does jus t ice to its tit le. It is a l i terary con­
s t ruc t ion which a ims to s u b s u m e his ta lent , works and biographical c i rcum­
stances u n d e r t h e le i tmot i f of life itself. For Domenico, t h e life of t h e ar t is t is 
composed of t h r ee dynamic e lements : hear t , f lame and spiriti. But we m u s t ask 
ourselves w h e t h e r these e l emen t s are simply me taphor s? Their obvious redun­
dancy, which itself negates the i r rhetor ica l ambi t ions , suggests t h a t s o m e t h i n g 
m o r e t h a n mere o r n a m e n t a l l anguage explains the stereotypes of w a r m t h and 
l ight. That this is the case is suggested by t h e fact t h a t no t only con tempora ry 
descr ipt ions of Bernini 's works b u t also the o the r pr inc ipa l b iographical sources 
were deeply inf luenced by ident ical concepts 4 3 Filippo Baldinucci 's biography, 
a lready publ ished in 1682, ar t icula tes a f u n d a m e n t a l l y Neoplatonic theory of 
t a len t which is also at t he cen t re of Domenico 's account . In descending f r o m t h e 
heavenly in to the mate r ia l world, t he soul takes w i th it, as occulti semi, im­
ponderab les (spiriti), which shall be bearers of its pa r t i cu la r t a len ts on ear th . 
These seeds en te r the body bu t a re unable , as scintille d'animo, to h a r m o n i z e 
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completely wi th ear th ly mat te r . This highly charged tension be tween t h e heavenly 
and t h e ear th ly is evident for Baldinucci no t only in the a lmos t unbea rab le 
sh in ing of Bernini 's eyes, bu t also in his words, gestures and physical move­
ments . 4 4 The l u m i n o u s spiriti agi ta te the body and are visible in t h e flashes ­ as 
l ight ­ f r o m Bernini 's eyes. Through t h e pu r su i t of studi, Bernini is able to harness 
the force of his spiriti and t h r o u g h t h e m brings t h e insensible s tone to life 4 5 
Both Baldinucci and Domenico d rew precisely on a t rad i t ion which, in l ight of 
t h e edi torial origin of t h e texts, Gianlorenzo Bernini h imsel f mos t likely also 
m a d e use of. The spiritus (or else, t he pneuma), as vehiculum animae, connects the 
body and soul, i n fo rming , since Aristotel ian biology, Galenic medic ine and Neo­
pla tonic philosophy, two t h o u s a n d years of n a t u r a l philosophy, and be ing only 
completely superseded in the n i n e t e e n t h cen tu ry by mechan is t i c mon i sm. 4 6 
The his tory of t h e idea of the spiritus has f r o m its origins been closely con­
nected w i th the en igmat i c vehicle of life. It was conceived as a subs tance which 
was fine e n o u g h to be d is t r ibu ted t h r o u g h o u t t h e en t i re o rgan i sm and which, a t 
t h e same t ime, m i g h t be causally l inked to t h e chief character is t ics observable in 
a living be ing ­ b r e a t h and bodily w a r m t h . Air and fire were t h u s ' the two ele­
m e n t s in which , f r o m the beginning , t h e m e d i u m of life was sought a f t e r ' 4 7 In 
ant iqui ty, medic ine led, on the one h a n d , to t h e concept of a pneuma, wh ich was 
con ta ined in the b r e a t h and was the bearer of life and sensat ion as well as con­
sciousness. On t h e o t h e r hand , it led to the theory o f ' i n b o r n w a r m t h ' (emphyton or 
symphyton thermon; color innatus or nativus), which allowed for i n d e p e n d e n t 
m o v e m e n t and s t imula ted the me tabo l i sm 4 8 
Thomas Fuchs has po in ted ou t tha t , in t h e la ter h is tory of life's substance, 
color innatus and spiritus were in t imate ly in te r twined . 4 9 W h a t t h e mul t i f ace ted 
concepts share is t h e belief t h a t a fine­particled substance , a n imponderab le , 
overcomes the pr incipal diff iculty w i th in t h e complex his tory of t h e soul, t ha t is 
t h e connec t ion be tween the corporeal and incorporeal . 5 0 In all d i cho tomous 
systems, the spiritus m a r k s t h a t po in t of t rans i t ion w h e r e the m a i n e l emen t s in­
evitably en te r in to re la t ionsh ip w i th one a n o t h e r and t h r o u g h which processes 
m i g h t be expla ined and an t agon i sms media ted . The spiritus, as such, occupies a 
cent ra l posi t ion in all dual is t ic cosmologies, w h e t h e r recognized or h idden , 
which explains t h e s t r ik ing fact t h a t no t only does it f u n c t i o n in an t i que medi­
cine as a t r ied and proven deus ex machina for a variety of somat ic processes, bu t 
also assumes a place of h o n o u r in Neoplatonic and Chris t ian phi losophies . 
Since Empedocles, t he calor nativus as a f u n d a m e n t a l of life and consciousness 
has been l inked to the f u n c t i o n of the hear t . For Aristotle, t he hea r t was an oven 
which, t h r o u g h its w a r m t h (init iated at t h e embryonic stage), acts as a catalyst in 
t h a t it 'cooks' (pepsis) he te rogeneous e l emen t s ( that is, d i f f e ren t dynameis: wetness , 
cold, hea t , dryness).5 1 Fu r the rmore , it condenses par t s of the blood in to percep­
tible spiritus. Galen, w h o pract ised in Rome in the second c e n t u r y CE, developed 
a cons is tent system f r o m these premises . From blood and brea th , the hea r t 
p roduces pneuma zotikon, ' t he fire of the hear t , which later became known as 
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spiritus vitales - t h e b e a r e r s o f w a r m t h a n d l i f e - f r o m w h i c h t h e s t i l l f i n e r pneuma 
psychikon (spiritus animales) evo lves i n t h e b r a i n , t r a n s m i t t i n g t h e h i g h e r f u n c t i o n s 
o f t h e s o u l t h r o u g h t h e n e r v o u s s y s t e m ' . 5 2 
W A R M T H 
T h e f u r t h e r d e v e l o p m e n t o f t h e t h e o r y o f spiritus, w i t h i t s c o m p l e x l y p o s t u l a t e d , b u t 
n e v e r c o n s i s t e n t l y a r t i c u l a t e d , d i f f e r e n t i a t i o n ( m o s t l y i n C h r i s t i a n t h e o l o g y ) i n t o 
fine-particled a n d i n c o r p o r e a l s u b s t a n c e s , c a n n o t b e d i s c u s s e d h e r e , n o r c a n i t s 
r e n e w e d f l o w e r i n g i n t h e N e o p l a t o n i c n a t u r a l p h i l o s o p h y a n d a n t h r o p o l o g y o f t h e 
R e n a i s s a n c e . H o w l i t t l e t h e t w o m a j o r B e r n i n i Vite s t r a y from t h e f r a m e w o r k o f 
c o n t e m p o r a r y t h e o r i e s o f ingenium is, f o r i n s t a n c e , i l l u s t r a t e d b y t h e Cannocchiale 
Aristotelico o f 1654, by E m a n u e l e T e s a u r o , o n e o f t h e m o s t s i g n i f i c a n t a e s t h e t i c t e x t s 
o f t h e s e v e n t e e n t h c e n t u r y . 5 3 T a k i n g h i s l e a d f r o m A r i s t o t l e ' s Poetics, T e s a u r o t r a c e s 
t h e argutia o f h u m a n i n t e l l e c t , w h i c h m a n i f e s t s i t s e l f e s p e c i a l l y i n t h e i n v e n t i o n o f 
m e t a p h o r s , b a c k t o t h r e e s o u r c e s : a d i v i n e (furore), a n a t u r a l (ingegno) a n d a h u m a n 
o n e (esercitio). B u t T e s a u r o ' s c o n s t r u c t i o n o f h u m a n w i t is h e a v i l y i n f l u e n c e d b y 
t h e c o n c e p t s o f t r a d i t i o n a l f a c u l t y p s y c h o l o g y a n d t h e r e f o r e b y t h e t h e o r y o f t h e 
spiriti.34 I n i t s v e r y c o n v e n t i o n a l i t y , T e s a u r o ' s t r e a t i s e p r o v i d e s a k e y t o i n t e r p r e t i n g 
t h e t h e o r y o f t a l e n t a n d c r e a t i v i t y f o u n d i n B a l d i n u c c i a n d D o m e n i c o B e r n i n i . For 
T e s a u r o , t h e s e n s e s i g n i t e t h e spiriti a n d t h e s e , i n t u r n , t h e intelletto,55 w h i c h d i scovers 
w h a t is s i m i l a r i n t h e s e e m i n g l y d i s s i m i l a r . His t h e o r y o f m e t a p h o r s is t h u s ev­
e r y w h e r e e m b e d d e d i n non-metaphorical, m a t e r i a l p r o c e s s e s i n s i d e a n d o u t s i d e t h e 
h u m a n b o d y . W h i l e , f o r e x a m p l e , t h e m e t a p h o r o f t h e spir i to bollente m i g h t o n c e 
h a v e a p p e a r e d t o g e t h e r w i t h costumi dolci o r anima nera, i t is , a c c o r d i n g t o t h e 
t h e o r i s t , t h e c o m p l e t e l y u n m e t a p h o r i c a l w a r m spiriti a n d fantasmi w h i c h a c t u a l l y 
m a k e p o s s i b l e t h e c o n s t r u c t i o n o f m e t a p h o r s . 5 6 T e s a u r o t h u s p o i n t s t o s p i r i t ­ l a d e n 
w i n e as a v e h i c l e t o find m e t a p h o r s , o n e w h i c h is e v e n c a p a b l e o f r e v e r s i n g t h e 
f a d i n g ingegno c h a r a c t e r i s t i c o f t h e cooling t h a t c o m e s w i t h a g e . 5 7 For T e s a u r o , 
t h e r e f o r e , t h e p r o c e s s o f d i s c o v e r i n g m e t a p h o r s is c o n s i s t e n t l y d e s c r i b e d i n t e r m s o f 
t h e ' m e t a ­ m e t a p h o r ' o f i n s e m i n a t i o n , f e r t i l i t y a n d p a r t u r i t i o n : t h e m e t a p h o r is ' i l 
p i i i i n g e g n o s o & a c u t o [ . . . ] il p i u f a c o n d o & f e c o n d o p a r t o d e l l ' h u m a n o i n t e l l e t t o ' . 5 8 
A t t h e s a m e t i m e , e r o t i c c o n t e x t s a r e a s s o c i a t e d w i t h t h e c o n c e p t o f t h e he­
gemonikon o f t h e h e a r t , t h e p l a c e w h e r e t h e fiery spiriti d w e l l . F i re i n h a b i t s t h e 
h e a r t , b u t i t is a l s o t h e fire o f love . ' A m o r e e ' l c o r g e n t i l s o n o u n a c o s a ' ­ so w r i t e s 
D a n t e i n h i s Vita Nuova (XX). T h e s t u d i e s o f R o b e r t Kle in , l o a n P. C o u l i a n o a n d , 
m o s t r e c e n t l y , M a r i a A r d i z z o n e h a v e d e m o n s t r a t e d t h a t t h e t h e o r i e s o f love i n t h e 
l a t e m i d d l e a g e s a n d e a r l y m o d e r n t i m e s a r e c o n s i s t e n t l y b a s e d u p o n t h e c o n c e p t 
t h a t love is a c t u a l l y t h e ' t r a n s f o r m a t i o n ' o f a sp i r i tus ­based ' p i c t u r e ' o f t h e b e l o v e d 
w h i c h h a s e n t e r e d t h e h e a r t o f t h e l ove r . 5 9 T h e c l o s e a n d m a t e r i a l c o n n e c t i o n 
b e t w e e n t h e spiritus vitales a n d animales b e c o m e s a p p a r e n t . A p a r t f r o m t h e p e r ­
c e p t i o n , t h e l a t t e r a n i m a t e s t h e i m a g e ­ g e n e r a t i n g p o w e r s o f t h e phantasia, a fac­
u l t y o f t h e s o u l l o c a l i z e d i n t h e b r a i n , w h i c h r e c e i v e s t h e i l l u s t r a t i o n s o f t h i n g s 
u p o n t h e ' p u r e m i r r o r ' o f t h e spiritus animalis a n d p r e p a r e s t h e m t o b e p r o c e s s e d 
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b y t h e h i g h e r c o g n i t i v e s t a g e s w i t h i n t h e b r a i n . It is p r e c i s e l y a t t h i s p o i n t , w i t h 
t h e N e o p l a t o n i c d i s c o u r s e o n love, t h a t t h e c l o s e r e l a t i o n s h i p b e t w e e n fiamma, 
spiriti, cuore a n d amore - w h i c h l i es a t t h e c o r e o f t h e a r t i s t i c a p p r a i s a l o f b o t h t h e 
m a j o r B e r n i n i Vite - f i n d s i t s p l a c e i n t h e h i s t o r y o f i d e a s . T h e g r e a t h e a r t is t h e 
l i f e - e n a b l i n g a n d u n i v e r s a l l y a n i m a t i n g o r g a n o f t h e ingenium.60 
I N N E R LIGHT 
H o w e v e r , i t is a l s o l ight t h a t l ives w i t h i n t h e h e a r t , t h e ' s u n o f t h e b o d y ' . 6 1 Cer ­
t a i n l y , b o t h D o m e n i c o B e r n i n i ' s a n d F i l i p p o B a l d i n u c c i ' s Vite e m p h a s i z e , d r a w i n g 
o n f l a m e , h e a t a n d l i f e , t h e calor-nativus a s p e c t o f t h e spiritus. E v e n so , r e f e r e n c e s t o 
B e r n i n i ' s l u m i n a r y n a t u r e a r e n o t f ew , e s p e c i a l l y i n t h e s o l e m n p r o l o g u e t o Bal­
d i n u c c i ' s Vita. H e r e i t is l i g h t w h i c h c h a r a c t e r i z e s t h e a l m o s t i n t o l e r a b l e s h i n i n g 
o f G i a n l o r e n z o ' s eyes , f r o m w h i c h t h e spiriti s p a r k a n d w h i c h b r i n g s s t o n e t o 
l i f e . 6 2 B u t a l s o t h e t r o p e o f g a z e t h a t c a s t s a n a r r o w of l i g h t h a s a l o n g t r a d i t i o n i n 
love p o e t r y , b a s e d o n C a n t . 4 :9: ' v u l n e r a s t i c o r m e u m i n u n o o c u l o r u m t u o r u m . ' 6 3 
T h e d i s c o u r s e o n love p a r a l l e l s a n o l d e r o p t i c a l c o n c e p t , w h i c h , i n t h e c o u r s e o f 
t h e l a t e m i d d l e ages , u n d e r t h e i n f l u e n c e o f t h e A r a b i a n o p t i c a l c o n c e p t s o f Al­
h a z e n , w a s r e l e g a t e d m o r e a n d m o r e t o t h e b a c k g r o u n d : t h e i d e a t h a t t h e eye i t s e l f 
s e n d s o u t l u m i n o u s s u b s t a n c e s i n o r d e r t o p e r c e i v e ( t h e e x t r a m i s s i o n t h e o r y ) . 6 4 
A m o n g t h e c h i e f a d v o c a t e s o f t h i s t h e o r y w a s P l a t o w h o , i n T i m a e o s 4 5 c, a r g u e s 
t h a t t h e i n n e r f i r e o f t h e s o u l ( t h e pneuma) s h i n e s t h r o u g h t h e eyes a s a s h a f t o f p u r e 
l i g h t o n t o t h e e x t e r n a l w o r l d , w h e r e i t m i x e s w i t h a m b i e n t l i g h t t o f o r m a ' s i n g l e 
b o d y ' . P l a t o ' s t h e o r y o f s i g h t w a s m o d i f i e d by t h e y o u n g e r s to ics , b u t t h e c h a r a c t e r 
o f t h e e x t r a m i s s i o n t h e o r y w a s r e t a i n e d t h r o u g h t h e i r v i e w o f i n n e r l i g h t a s a fine­
p a r t i c l e d spiritus. S i n c e t h e a u t h o r i t i v e F r a n c i s c a n s c i e n t i s t s o f t h e t h i r t e e n t h cen ­
t u r y a n d Kep le r ' s t h e o r y o f s i g h t , t h e e x t r a m i s s i o n t h e o r y h a s s u r v i v e d , a p a r t f r o m 
i n t h e s h a d o w y w o r l d o f love, w i t h i t s r i c h m e t a p h o r s , o n l y i n t h e p o p u l a r i d e a s 
a b o u t t h e malocchio a n d t h e eyes o f s u c h n o c t u r n a l c r e a t u r e s a s c a t s . 6 5 
It is t h u s u n s u r p r i s i n g t h a t , p r e c i s e l y i n h i s t h e o r y o f love , M a r s i l i o F i c i n o 
d i s c u s s e s t h e n a t u r e o f t h e l i g h t o f t h e eye . His c o m m e n t a r y o n P l a t o ' s Symposion, 
a l a t e fifteenth­century w o r k p r o b a b l y o w n e d b y B e r n i n i , 6 6 u n d e r l i n e s t h a t t h e 
b e a m s o f l i g h t w h i c h e m a n a t e f r o m t h e eyes o f l ove r s ( A m o r ' s a r r o w s ) a r e f l a s h i n g 
' c a r r i d e g l i s p i r i t i , s c a g l i q u e l s a n g u i g n o v a p o r e a l q u a l e s p i r i t o c h i a m i a m o . ' 6 7 A t 
t h e s a m e t i m e , i t is F i c i n o w h o m a k e s r e f e r e n c e t o t h e a n a l o g y o f t h e h e a r t a n d 
t h e s u n . J u s t as t h e s u n s e n d s o u t l i g h t , s o t h e h e a r t s e n d s o u t fine, b r i l l i a n t spiriti. 
T h e e m i s s i o n s o f t h e s u n , c o m p o s e d o f l i g h t , w a r m t h a n d spiritus, a r e , f o r F i c i n o , 
w h o w a s d e e p l y i n f l u e n c e d b y t h e A r a b i a n spiritus t h e o r y o f A l k i n d i , 6 8 l i m i n a l 
s u b s t a n c e s . T h e y a r e a t o n c e c o r p o r e a l a n d i n c o r p o r e a l . 
T h e c o r r e l a t i o n b e t w e e n l i g h t a n d spiritus is a n o ld o n e . B o t h o c c u p y a l i m i n a l 
p o s i t i o n b e t w e e n b o d y a n d s o u l . For A u g u s t i n e , f o r e x a m p l e , l i g h t is t h e finest 
c o r p o r e a l s u b s t a n c e c o n n e c t e d t o t h e s o u l . It s h i n e s from t h e eyes i n o r d e r t o b e a b l e 
t o p e r c e i v e e x t e r n a l o b j e c t s 6 9 J u s t as t h e spiritus, l i g h t is p o i s e d o n t h e b o r d e r 
b e t w e e n t h e m a t e r i a l a n d i m m a t e r i a l , i ts s p e e d a p p r o a c h e s t h e i n s t a n t a n e o u s . 7 0 
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T h u s t h e spiritus s p a r k l e s . 7 1 W i t h t h i s c o n c e p t , A u g u s t i n e f o u n d c o m m o n g r o u n d 
w i t h , f o r e x a m p l e , t h e A r i s t o t e l i a n t r a d i t i o n . I n h i s b i o l o g i c a l w r i t i n g s , A r i s t o t l e 
c h a r a c t e r i z e s pneuma, t h e b e a r e r o f thermon, a s g l i m m e r i n g , p l a c i n g i t i n t h e c a t e g o r y 
o f s h i n i n g s u b s t a n c e s , s u c h as oil , w h i c h c o n t a i n a g r e a t d e a l o f color nativus.72 T h e 
c o n v i c t i o n t h a t t h e eye s i m u l t a n e o u s l y b o t h e m a n a t e s a n d a b s o r b s pneuma (quinta 
essenzia, spiritus) is s t i l l a p p a r e n t i n t h e s c i en t i f i c p o e t r y o f t h e s i x t e e n t h c e n t u r y . 7 3 
Bald inucc i ' s r e p o r t , t h a t , u n t i l B e r n i n i r e a c h e d for ty , t h e phys ica l s t r a i n o f h i s 
spiriti c a u s e d h i m to s u f f e r f r e q u e n t h e a d a c h e s a n d , i n t u r n , t o sh i e ld h i m s e l f f r o m 
s u n l i g h t a n d its r e v e r b e r a t i o n s (reverberi) is u n d e r s t a n d a b l e . 7 4 T h e i n n e r spiriti, pro ­
d u c e d i n t h e h e a r t ( the body ' s sun) , c a n n o t b e a r t h e excess c a u s e d b y t h e e x t e r n a l 
sp i r i t s o f s u n l i g h t ; t h e h e a d , t h e vessel of t h e spiriti animali, t h r e a t e n s t o ' bu r s t ' . B e r n i n i 
w a s on ly ab l e to b e a r t h e l i gh t of t h e s u n o n c e h i s i n n e r spiriti b e g a n to coo l w i t h age . 7 5 
THE LIGHT O F S C U L P T U R E 
T h a t p r a c t i c a l l y n o o t h e r s c u l p t o r , b e s i d e s B e r n i n i , p l a c e d s u c h i m p o r t a n c e o n l i g h t 
as a n a r t i s t i c m a t e r i a l is w e l l d o c u m e n t e d , 7 6 a s is t h e f a c t t h a t h e w a s a m o n g t h e 
first n o t o n l y t o s i t u a t e s c u l p t u r e s i n a p r o p e r l i g h t , b u t t o h a v e t h e m ac t ive ly 
responding t o r e a l l i g h t . 7 7 B e r n i n i , w h o u n i t e d t h e p e r m a n e n c e o f h i s m e d i a w i t h 
t h e t r a n s i t o r y e f f e c t s o f l i g h t , a c c e p t e d t h e v e r d i c t , d e r i v i n g f r o m t h e paragone, t h a t , 
i n c o n t r a s t t o p a i n t i n g , s c u l p t u r e d o e s n o t d i s p l a y i t s o w n l i g h t . 7 8 In o u r o w n a g e o f 
s p e c t a c u l a r l i g h t i n g , t h i s f a c t is e v e n m o r e a p p a r e n t . For t h i s r e a s o n B e r n i n i 
s c u l p t u r e s a r e r a r e l y c a s t i n t h e l i g h t f o r w h i c h t h e y w e r e o r i g i n a l l y i n t e n d e d . T h i s is 
t h e s o u r c e o f t h e i r f r a g i l i t y a n d m a y a l so e x p l a i n w h y , u n t i l n o w , n o o n e h a s in ­
v e s t i g a t e d t h e r e l a t i o n s h i p b e t w e e n l i g h t a n d s c u l p t u r e as a n h i s t o r i c a l p r o b l e m . 7 9 
A l r e a d y , a s a y o u n g a r t i s t , B e r n i n i t r e a t e d l i g h t a s a n a r t i s t i c p r o b l e m a n d a s 
' p a r t n e r ' i n h i s s c u l p t u r e s . I n i t i a l l y , h o w e v e r , h i s figures o w e t h e i r a n i m a t i o n 
a b o v e a l l t o a c o m p l e x p l a y o f f e a t u r e s o r e x p r e s s i v e g e s t u r e s s u c h as e n l a r g e d 
e y e s 8 0 o r t h e t r a n s i t o r y s t a t e o f s o m e o n e a t t h e b e g i n n i n g o r e n d o f a s p e e c h ( a n 
e x a m p l e t h a t B e r n i n i h i m s e l f f o r m u l a t e d ) 8 1 a s w e l l as a r e f i n e m e n t o f t h e d i f ­
f e r e n t i a t e d s u r f a c e . W i t h t h e e a r l y Laurentius on the Grill ( p l a t e 1.5), B e r n i n i s u g ­
g e s t s , w i t h h i s flames o f s t o n e , h o w t h e b r i g h t a n d b u r n i n g fire a t o n c e s o f t e n s 
a n d e n l i v e n s t h e m a t e r i a l i t s e l f , g e n e r a t i n g a n a m b i v a l e n c e b e t w e e n p e r m a n e n c e 
a n d t r a n s i e n c e , b e t w e e n s t o n e a n d flesh. T h i s a m b i v a l e n c e is e m p h a s i z e d t h e ­
m a t i c a l l y b y t h e s t a t e o f t h e s a i n t h i m s e l f ­ b e t w e e n l i f e a n d d e a t h . S i m i l a r l y , i f 
n o t q u i t e so p r o m i n e n t l y , i n t h e g r o u p o f Aeneas, Anchises and Ascanius ( p l a t e 1.6), a 
t o r c h ( l a t e r t o b e c o m e t h e fire o f Ves ta ) b u r n s p l a y f u l l y b e l o w t h e l e f t f o o t o f t h e 
g r a n d f a t h e r A n c h i s e s a n d s e r v e s a n e q u a l f u n c t i o n . T h e t o r c h is c a r r i e d d u r i n g 
t h e n o c t u r n a l f l i g h t f r o m t h e b u r n i n g T r o y b y t h e l i v i n g g u a r a n t e e o f t h e s u r v i v a l 
o f t h e stirps: A s c a n i u s . 8 2 O n e is i n v i t e d t o a s k w h e t h e r t h e f o o t n e x t t o t h e 
b u r n i n g t o r c h is t h e s e n s e l e s s , n u m b b o n e o f t h e p a r t l y l a m e A n c h i s e s o r i t s 
' l i v i n g ' c o u n t e r p a r t ­ a p l a y h i g h l i g h t i n g t h e a n i m a t i o n o f B e r n i n i ' s a r t , w h i c h 
is e v e n a b l e t o s u g g e s t a s e n s e o f f e e l i n g i n t h e d e a d ( t h e s t o n e ) o r a s e n s e o f 
l i f e l e s s n e s s i n t h e l i v i n g ( t h e n u m b leg). In h i s Imagini de gli dei de gli antichi (1608), 
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1.5 G i a n l o r e n z o Bernini , St Laurentius on the Grill, 1616-17. Marble. Florence: Uff izi Gallery. 
Photo: Kunsthis tor i sches Inst i tut , Florence. 
V i n c e n z o C a r t a r i , f o l l o w i n g t h e A r i s t o t e l i a n t r a d i t i o n , c o m p a r e s t h e fire o f V e s t a 
t o t h e calor nativus, w h i c h g u a r a n t e e s t h e e x i s t e n c e a n d a n i m a t i o n o f a l l t h i n g s . 8 3 
T h r o u g h s u c h a p p a r e n t c o m b i n a t i o n s o f a n i m a t e d a n d a n i m a t i n g fire a n d 
s t o n e , B e r n i n i p r o c e e d e d , p a r t i c u l a r l y i n h i s r e l i g i o u s s c u l p t u r e s , t o a m o r e p ro ­
n o u n c e d c o n s i d e r a t i o n o f t h e e f f e c t s o f r e a l l i g h t . T h e e a r l y a l t a r s t a t u e o f Saint 
Bibiana ( p l a t e 1.7) is a n o u t s t a n d i n g first e x a m p l e . T h e r e m a i n s o f t h e s a i n t , w h o 
h a d b e e n w h i p p e d t o d e a t h , w e r e r e d i s c o v e r e d d u r i n g U r b a n vra's p o n t i f i c a t e a n d 
' r e u n i t e d ' b y B e r n i n i ' s l i f e s i ze s t a t u e . T h e w h i t e m a r b l e s c u l p t u r e , 8 4 t i n t e d b y 
B e r n i n i w i t h a s u b t l e b r o w n i s h p a t i n a , r e s t s i n a d a r k n i c h e a n d is s t r u c k d iag ­
o n a l l y b y t h e n o r t h w e s t l i g h t , w h i c h e n t e r s t h r o u g h a n o p e n i n g i n t h e v a u l t a b o v e . 
T h e e n t i r e figure is a f f e c t e d by t h i s e v e n t w h i c h m a y b e d e s c r i b e d i n t e r m s o f 
i m p a c t , r e s p o n s e a n d l e v i t a t i o n . It is a l r e a d y a p p a r e n t f r o m t h e n a v e o f t h e c h u r c h 
t h a t t h i s l i g h t is g e n t l e a n d c a r e s s i n g , h i g h l i g h t i n g j u s t t w o f e a t u r e s o f t h e s t a t u e : 
h e r c h e e k a n d t h r o a t . T h e l i g h t ' s i n t e n s i t y c u l m i n a t e s h e r e a n d t r a n s f o r m s w h a t , 
f r o m b e l o w , a p p e a r s t o b e a g r a d u a l i n c r e a s e i n t h e b r i g h t n e s s o f d i f f u s e l i g h t i n t o 
a b r i l l i a n t l i g h t . 8 5 T h e h e a d , t h e r a i s e d a r m a n d , t o a s l i g h t l y l e s s e r e x t e n t , t h e 
b r e a s t o f t h e s a i n t a r e t h e m o s t b r i g h t l y i l l u m i n a t e d . L igh t s t r i k e s , i m p a c t s a n d 
f o r m s t h e figure. It p r o j e c t s t h e s a i n t t o t h e r i g h t o f c e n t r e o f t h e n a r r o w n i c h e . 8 6 
H e r f a c e a n d h a i r e s p e c i a l l y a r e a n i m a t e d b y t h e p o w e r o f l i g h t . A c c e n t u a t i n g t h i s 
e f f e c t , t h e s m a l l p i l l a r u p o n w h i c h t h e s a i n t s u p p o r t s h e r s e l f , a d u p l i c a t i o n o f 
B i b i a n a ' s w h i p p i n g c o l u m n , p r e s e r v e d f o r d e v o t i o n i n t h e c h u r c h , a l s o p r o j e c t s 
s l i g h t l y t o t h e r i g h t , a s d o e s t h e g o l d e n p a l m b r a n c h i n h e r h a n d . T h i s i m p a c t 
o f l i g h t is m e t by e q u a l l y c l e a r r e s p o n d i n g s i g n s o f a f f i r m a t i o n ; t h e s m i l e o n t h e 
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1.6 G i a n l o r e n z o B e r n i n i , Aeneas, Anchises and 
Ascanius, 1618. M a r b l e . R o m e : Ga l l e r i a Bo rghese . 
P h o t o : ICCD R o m e . 
i l l u m i n a t e d s i d e o f t h e s a i n t ' s f a c e , h e r 
r a i s e d r i g h t h a n d , b a l a n c i n g t h e w o r k , 
t h e d i r e c t i o n o f t h e g o l d e n p a l m 
b r a n c h , a n d e v e n t h e m i r a c u l o u s l y 
h e a l i n g l eaves o f s a g e o n t h e p l i n t h . 
Like a l i v i n g p l a n t , t h i s h e r b g r o w s di­
a g o n a l l y t o w a r d s t h e l i g h t . F r o m i t s 
b a s e u p w a r d s , t h e s c u l p t u r e a p p e a r s 
a l m o s t t o l e v i t a t e . A p r o m i n e n t f o l d i n 
t h e d r e s s o n h e r t h i g h s e e m s t o r i s e 
a g a i n s t g rav i ty . T h i s e f f e c t is e c h o e d b y 
t h e s a i n t ' s r i g h t leg, w h i c h e x t e n d s 
u p w a r d s a n d is c o n t i n u e d b y h e r b r i g h t 
a n d o p e n h a n d , h e r u p l i f t e d h e a d , a n d , 
finally, h e r h e a v e n w a r d g a z e . T h e p i l l a r , 
' a c t u a l l y ' s e r v i n g a s a tronco, loses i t s 
w e i g h t a n d b e c o m e s a l i g h t a cce s so ry . 
W i t h St Bibiana, B e r n i n i d i s c o v e r e d 
w h a t w o u l d b e c o m e a n a b i d i n g a r t i s t i c 
t h e m e : t h a t l i g h t h a s a n a c t i v e p o w e r ; 
i t a n i m a t e s t h e s t o n e , b r i n g s i t t o l i f e 
a n d r e n d e r s i t w e i g h t l e s s . E n t e r i n g 
t h e c r o s s i n g o f St P e t e r ' s f r o m t h e 
n a v e , St Longinus ( p l a t e 1.8) a p p e a r s t o 
l e a n b a c k d i a g o n a l l y i n t o h i s n i c h e , 
a c o l o s s u s p u s h e d b a c k b y a n over­
w h e l m i n g f o r c e . F r o n t a l l y o r i e n t e d , 
h e is a t e s t i m o n y o f f a i t h , h i s p o s e 
r e c a l l i n g t h e c r u c i f i x i o n , a n e f f e c t 
m a d e e v e n m o r e e m p h a t i c b y t h e l i g h t 
p l a y i n g a c r o s s h i s b r e a s t , a r m s a n d 
h e a d . H o w i m p o r t a n t l i g h t w a s t o t h e 
p l a n n i n g o f s c u l p t u r e is i l l u s t r a t e d 
b y F r a n c o i s D u q u e s n o y , w h o b i t t e r l y 
p r o t e s t e d a g a i n s t t h e r e l o c a t i o n o f 
B e r n i n i ' s s t a t u e o f St Andrew. 8 7 A l l o t t e d 
t h e n o r t h e a s t e r n n i c h e o f t h e c h u r c h , 
St Longinus is i l l u m i n a t e d b y t h e s o u t h 
a n d s o u t h w e s t l i g h t t h a t s t r e a m s 
i n t o t h e d o m e in t h e a f t e r n o o n . T h i s 
t 
u? w. 
A 
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1.7 Gian lorenzo Bern in i , St Bibiana, 1624-26. Marb le. Rome: S. Bib iana. 
Photo: the au thor . 
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1.8 G i a n l o r e n z o B e r n i n i , StLonginus, c o m p l e t e d 1638. M a r b l e . R o m e : St Pe t e r ' s . P h o t o : t h e a u t h o r . 
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corresponds to the l ight which shone (and faded) d u r i n g t h e hours of the cruci­
fixion. Between the saint and this l ight s tands t h e cross c rowning t h e ba ldachin , 
towards which t h e once a lmos t blind m a n directs his hea led eyes. The br ightness 
of t h e s ta tue is concen t ra ted in his e n o r m o u s eyes f r a m e d in the i r da rk sockets. 
The saint submi t s to the impact of l ight and opens h imsel f to it. At the same t ime, 
t h e l ight emphas izes the sa int ' s u p p e r body, by increas ing in br ightness f r o m the 
base of t h e s t a tue to its top. 
Dur ing and a f te r the crisis of the first years of t h e Pamphi l j pont i f icate , Ber­
n in i was able to in tens i fy the connec t ion be tween l ight and sculp ture . His Veritas 
(plate 1.9), i n t ended as an al legory of vir tue, is, a t t he same t ime, an allegory of 
t h e ' t r u t h ' of scu lp tu re (as opposed to t h e bugia, or t h e 'lie', of paint ing) ­ it is, 
in o the r words, an al legory of t h e ar t is t ic genre . 8 8 The complex con ten t and ar­
tistic t heo ry represen ted by this figure has no t yet been ful ly explored. 8 9 First of 
all, l ight is b o t h visibly and themat ica l ly of cent ra l significance. The en t i re body of 
the massive figure appears s m o o t h and relatively f ree of shadow in any c o m m o n 
l ight ing s i tua t ion , reac t ing positively to the l ight of its env i ronmen t , r each ing u p 
wi th a slightly e longated a r m to display the sun 's disc. The whole scu lp tu re is as 
' l ight ' as its smile.9 0 But a t w h o m is she smil ing? Originally, Bernini i n t ended to 
place the God of Time above t h e figure, w h o would have embodied bo th t h e un­
veiling of t r u t h and des t ruc t ion . But Baldinucci offers a fasc ina t ing exp lana t ion 
for the figure's absence, derived f r o m Pier Filippo Bernini, which Domenico 
Bernini also repeats : Chronos h imsel f jo ins the circle of beings over w h o m Bernini 
rules; the god is no t pe rmi t t ed to emerge f r o m t h e stone. Bernini denies his ap­
pearance , a l t h o u g h the universal destroyer {crudel Tiranno) eagerly awaits Bernini 's 
enl ivening strokes ( 'p iombar sopra di m e colpi vitali ').91 The co­actor o f ' t r u t h ' has 
become a n o t h e r ­ b u t w h o has he become? Until now, the fact t h a t t h e al legory is 
t h e only incomple te m o n u m e n t a l work by Bernini has been overlooked. The 
overwhe lming impor t ance Bernini h imsel f a t t ached to this work, wh ich was 
executed w i t h o u t a commiss ion and was forever excluded f r o m sale, s t ands in 
s tark con t ras t to his cus tomary ideal of perfect ion. Was this because of a li teral 
lack o f ' t i m e ' , as Domenico Bernini, c o m m e n t i n g on the u n t o u c h e d block of the 
God of Time, wonders? 9 2 This is unlikely; t h e incomple te s tate of the work as a 
whole is too careful ly calculated. For example t h e 'br idges ' be tween Tru th ' s fin­
gers, be tween her breas t and t h u m b , he r ha i r and the veil, and the rays of t h e su n 
are lef t in ten t iona l ly in tact . Signs of incomple t ion are to be f o u n d all a r o u n d t h e 
pe r iphery of the sculp ture , mos t clearly on t h e flame­like po in t of the e n o r m o u s 
s tone veil, at t he po in t w h e r e t h e s tone is 'he ld ' by a visibly absen t force.9 3 
It is t h e sculptor ' s a r t itself, e te rna l ized in the figure's incomple te state, to 
which 'Tru th ' exposes herself. The a lmost comple ted figure of 'Tru th ' awaits the 
a n i m a t i n g sculptor ' s strokes, which were equa ted wi th Bernini 's l ight and spiritus. 
The ac tua l l ight, to which the br igh t al legory t u r n s and a t which she smiles, 
becomes palpable as t h e l ight of t h e creative ingenium, j u s t as the rough , heavy 
s tone suspended over 'Tru th ' seeks def in i t ion . This s tone wai ts for Bernini 's 
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1.9 Gianlorenzo Bernini, Veritas, 1646-52. Marble. Rome: Galleria Borghese. 
Photo: Sopraintendenza speciale per il polo museale romano. 
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1.10 Francesco Baratta (after 
Gianlorcnzo Bernini), Rio ddla 
Plata, 1648-51. Marble. Rome: 
Fountain of the Four Rivers. 
Photo: the author . 
' b e n d i n g ' a n d s o f t e n i n g t o o v e r c o m e i t s w e i g h t . B e r n i n i ' s ' T r u t h ' e t e r n a l i z e s t h e 
v e r y p r o c e s s o f s c u l p t u r a l e n l i v e n i n g . ' T i m e ' is i n v i s i b l y p r e s e n t a s a p e r p e t u a l l y 
c r e a t i v e , r a t h e r t h a n d e s t r u c t i v e , f o r c e . ' T r u t h ' a w a i t s t o b e c o m p l e t e l y ' u n v e i l e d ' 
b y t h e sk i l l o f t h e a r t i s t , w h o a c t s as a n e t e r n a l i z i n g a g e n t a g a i n s t t h e t r a n s i e n c e 
o f ' T i m e ' - ' c r e a t i o n a s a faciendum r a t h e r t h a n a factum'.94 
B e r n i n i ' s u s e o f l i g h t b e c o m e s m o r e s o p h i s t i c a t e d d u r i n g a n d a f t e r t h e 1640s . 
T h e s c u l p t o r m e d i t a t e s , p r o b a b l y t o g e t h e r w i t h A t h a n a s i u s K i r c h e r , o n t h e f a c t 
t h a t , i n a n t i q u i t y , P i a z z a N a v o n a w a s a l l e g e d l y u s e d f o r c h a r i o t r a c e s i n h o n o u r o f 
t h e s u n g o d , a n d t h a t i t s o b e l i s k s y m b o l i z e s a s u n b e a m . T h e Fountain of the Four 
Rivers p o r t r a y s t h e d r a m a o f t h e s u n ' s d i u r n a l c o u r s e - t h e t e n s i o n m a i n t a i n e d b y 
t h e d e l i c a t e e q u i l i b r i u m b e t w e e n a n t a g o n i s t i c e l e m e n t s . 9 5 T h i s d r a m a c u l m i ­
n a t e s w i t h t h e 'R io d e l l a P l a t a ' , a t t h e n o r t h w e s t c o r n e r o f t h e s q u a r e ( p l a t e 1.10). 
T h e r i v e r g o d t h r o w s h i m s e l f , as if b l i n d e d , f r o m h i s r o c k y s e a t a n d a p p e a r s a s a 
w i l d l y g e s t i c u l a t i n g figure, w i t h a n a l m o s t b a l d h e a d , g a z i n g u p w a r d s . It is p r e ­
c i s e ly a t t h i s p o i n t , t h a t t h e s u n , s h o r t l y b e f o r e m i d d a y , s h i n e s o v e r t h e o b e l i s k 
a n d t h e r i v e r g o d so t h a t h e is f o r c e d t o a v e r t h i s eyes . In h i s s o m e w h a t e a r l i e r 
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1.11 G i a n l o r e n z o B e r n i n i , St Theresa in Ecstasy, 1647-51 . M a r b l e . 
R o m e : S. M a r i a d e l l a V i t t o r i a . P h o t o : ICCD R o m e . 
Triton fountain in the Piazza Barberini (1642-43), Bernini mixes light with water, 
clothing his sea god in a shimmering and sparkling 'skin'. 
Bernini continued his earlier manipulations of direct and indirect daylight 
(such as St Peter's throne in the Baptisterium of the Basilica; the Cappella Rai-
mondi in S. Pietro in Montorio; and the Confessio of S. Maria Nova)96 with the 
chapel of St Theresa in S. Maria della Vittoria. Over the altar, the visionary group 
is placed in an aedicula and is illuminated by a partly obscured light from above 
(plate 1.11). Before the chapel, in the late afternoon, without the 'cacophony' of 
modern-day spotlights, the visitor, who is acquainted with the sculpture from 
photographs, is surprised by the warm, mysterious light (almost twilight) in 
which it is bathed. From an oval opening in the vault, a southwest light filters into 
the church and illuminates the group indirectly. Originally still more subdued,97 
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t h e l ight spreads evenly over the agi ta ted sur face of Theresa's robes, h igh l igh t ing 
the sa int ' s face. The i l l umina t ion here , as w i t h Bibiana (and t h e s t igmata relief of 
t h e Raimondi chapel), is once again equa ted w i th an effect of weight lessness 
(levitation), exactly as the saint describes he r levi tat ions be ing accompanied by a 
flash of l ight .9 8 Its b r igh tness cu lmina tes on the cheek, on t h e breas t and on the 
raised a r m of t h e angel , whose smile r ema ins myster iously half in shadow. Illu­
m i n a t e d by the golden l ight f i l ter ing t h r o u g h the w indow above, the u p p e r por­
t ion of t h e g r o u p becomes slightly cast in w a r m gold, whi le the lower pa r t re ta ins 
its cool, m a r b l e tones. 
The equest r ian s ta tue of Cons tan t ine was commiss ioned by Innocent x, exactly 
th i r teen h u n d r e d years a f te r the emperor ' s victory over Maxentius (354 CE). Ori­
ginally in tended for the inter ior of St Peter's, it was completed by Bernini only in 
1670 for the Scala Regia (plate 1.12). The relief exploits t h e same d rama t i c l ight of 
t h e Longinus, wi th its powerful effect, bo th a n i m a t i n g and s imul taneous ly im­
mobil izing, as i f ' t u r n i n g to stone' . Two principal points of view were in tended for 
the m o n u m e n t : the Scala Regia and the na r thex of St Pe te r ' s . " First, c l imbing the 
steps of the basilica, t h e visitor becomes aware of t h e mos t fully plastic 
e l emen t of the colossal relief ­ t he raised and open r ight h a n d of t h e emperor , 
u p o n which light gathers . Then, the head of the rear ing horse becomes visible, 
t u r n i n g away in panic, and finally Constantine's own head, ba thed in light. The 
lune t te window, wi th its visionary symbol of t h e cross, is placed beh ind the spec­
tator, cast ing br ight l ight f r o m the east. For the visitor viewing the work frontal ly 
(the view f r o m the narthex), the m o n u m e n t a l cur ta in behind the equest r ian g roup 
seems to be pushed aside, in the direct ion of the fal l ing light, as if by some tre­
m e n d o u s force. As first observed by Hans Kauf fmann , in the m o r n i n g light, a long, 
vertical fold appears as a b e a m of l ight, which points to t h e emperor ' s head. 1 0 0 
Bernini 's final a r r a n g e m e n t of t h e apse of St Peter 's ­ t h e re l iquary of t h e 
Cathedra Petri (plate 1.13)101 ­ surpasses, w i th its exploi ta t ion of l ight, all his 
previous efforts . As far away as the m a i n door, t h e west l ight f r o m the cent ra l 
w i n d o w can be seen be tween the twis t ing c o l u m n s of t h e ba ldachin , which 
themselves seem to sof ten and be set in mot ion . 1 0 2 It is a l ight exploding wi th 
golden angels, c louds and spectacular th ree­d imens iona l sets of golden stucco 
rays. Its effect is to en te r in to t h e physical space of the church . It sh ines and flows 
like a g lowing mate r ia l over the dark b ronze of the re l iquary con ta ine r and t h e 
golden b ronze of t h e c h u r c h fa thers , w h o are set in to shivering, even sha t t e r ing 
movemen t . Most impor tan t ly , t h e special l ight f r o m this w i n d o w is d o m i n a t e d , a t 
its cent re , by the whi te shape of the Holy Ghost , t h r o u g h which the u n t a i n t e d 
dayl ight of t h e windows of St Peter 's is echoed. 1 0 3 
In 1674 Bernini completed his work a t t h e chapel of the Blessed Ludovica 
Albertoni in S. Francesco a Ripa (plate 1.14).104 A hybrid be tween t o m b and a l ta r 
m o n u m e n t , Ludovica is laid u p o n a m a r b l e bed.1 0 5 Originally, two large windows, 
no t visible f r o m a dis tance, let in clear dayl ight ­ lume vivo (Vincenzo Sca­
mozzi).1 0 6 Today, t h e lef t w i n d o w is the sole l ight source, b u t probably it played a 
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1.12 G i a n l o r e n z o B e r n i n i , Equestrian Statue of Constantine the Great, c o m p l e t e d 
1670. M a r b l e . R o m e : V a t i c a n . P h o t o : t h e a u t h o r . 
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1.13 Gianlorenzo Bernini, Cathedra Petri, 1656-63. Marble, bronze, stucco, stained glass. 
Rome: St Peter's. Photo: Alinari (5923). 
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1.14 Gi a n lorenzo Bernini , The Blessed Lodovica Albertoni, c o m p l e t e d 1674. 
Marble. Rome: S. Francesco a Ripa. Photo: Bildarchiv Foto Marburg. 
d o m i n a n t r o l e f r o m t h e b e g i n n i n g . 1 0 7 I t i l l u m i n a t e s , i n p a r t i c u l a r , Ludovica's 
f o r e h e a d , r i g h t h a n d a n d k n e e s . T h e ve lve ty , a l m o s t i v o r y q u a l i t y o f t h e b r i l l i a n t 
s u r f a c e o f t h i s l a t e s c u l p t u r e is a s t o n i s h i n g . T h e l i g h t is g e n e r o u s , ' d o m e s t i c ' , a n d 
i n t i m a t e . B u t i t is a l s o i n t e n s e . T h e b l e s s e d s u b j e c t r e s p o n d s t o i t s i m p a c t w i t h a n 
a l m o s t c r a m p e d g e s t u r e i n h e r a b d o m e n 1 0 8 a n d a n a f f i r m a t i v e t u r n o f h e r h e a d 
t o w a r d s t h e n o r t h w e s t e r n w i n d o w , i m p l i c i t l y d i r e c t e d t o w a r d s St P e t e r ' s . A t t h e 
s a m e t i m e , h e r l o w e r b o d y is c a u g h t i n a f o r c e f u l m o v e m e n t t o w a r d s t h e l i g h t , 
e x t e n d i n g t h r o u g h h e r r a i s e d l egs t o h e r t o e s . A d e e p l y c u t f o l d , w h i c h e x t e n d s 
f r o m Ludovica's l eg s t o t h e m i d d l e o f h e r b o d y a n d is g a t h e r e d i n h e r l e f t h a n d , is 
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par t icular ly e loquent . It makes clear t h a t scu lp tu re as scu lp tu re s tands in a spe­
cial r e la t ionsh ip to l ight, because there , w h e r e its plast ici ty is par t icular ly em­
phasized, t h e ' l ightest ' par t s of the figure are to be found , as well as those mos t 
s t rongly marked by the con t ras t be tween l ight and shadow. It appears as if l ight 
actual ly models t h e body, gene ra t ing a rhy thmica l co r respondence be tween the 
l ight and the figure.109 This accounts for the as ton ish ing bri l l iance of t h e en t i re 
space above Ludovica, w i th its porous , cloud­like s tucco angel heads , recal l ing 
part icles of dus t suspended in t h e light.1 1 0 Ludovka's pa r ted lips do no t suggest a 
final sigh, b u t r a t h e r an an ima ted , pass ionate b rea th , which reverberates t h r o u g h 
t h e light­filled space, rhy thmica l ly accompanying the convulsive in te rac t ion bet­
ween t h e flood of l ight and the r e spond ing m o t i o n of t h e scu lp ture . It is a work 
abou t transition: 'Bernini 's mos t comple te real isat ion of his ta lents and ambi t ion 
to bend the m a r b l e i tself ' .1 1 1 
M E T A P H O R A N D A N A L O G Y 
With reference to Bernini 's religious and allegorical works, a r t his tor ians have 
f requent ly in terpre ted his t r e a t m e n t of l ight f r o m a dualis t ic perspective. The a l ta r 
aedicula of the Cornaro chapel possesses 'rays of (...) heavenly l ight '1 1 2 as opposed 
to 'daylight ' . The light in the space of the chapel itself is described as 'Eigenlicht als 
Stiitte hohe re r Sendung ' , or 'sacred l ight ' ;1 1 3 ' immater ia l rays sent f r o m above';114 
'daylight (...) in golden rays, condensed into heavenly l ight ' ;1 1 5 'rays of " t r u e 
l ight '" . 1 1 6 The Cathedra Petri is described in s imilar terms: its l ight is ' incorporeal ' , 
its luminos i ty ' immater ia l ' , its l ight source, ' t ranscendent ' . 1 1 7 In the chapel of the 
Blessed Ludovica Albertoni the l ight is 'heavenly'1 1 8 and the l ight of St Bibiana is 
seen as ' t r ansmi t t e r of the spir i tual i l lumina t ion she is experiencing ' .1 1 9 
One of the m a j o r methodologica l problems of a r t his tory is t ha t , a f t e r t h e 
'discovery' of iconology and the adap ta t i on of related m e t h o d s of i n t e rp re t a t ion 
(allegory and polisemy), a r t h is tor ians have se ldom really expla ined the i r un­
de r s t and ing of visible p h e n o m e n a . 1 2 0 Di f ferent s eman t i c parad igms , which are 
rarely def ined, are o f ten employed, especially sign, r epresen ta t ion , allegory, 
analogy, m e t a p h o r and symbol. Howard Hibbard, for ins tance , describes the l ight 
of t h e Cathedra Petri as a 'visible symbol of t h e s t r eam of God's grace' ,1 2 1 whi le 
Carlo Del Bravo speaks of an 'allegoria l u m i n o s a ' w i th respect to Caravaggio and 
Bernini .1 2 2 For Rudolf Preimesberger , t h e d i f f e ren t k inds of l ight of t h e Cappella 
Cornaro ­ r ang ing f r o m the pa in ted l ight t h r o u g h t h e na tu ra l , yellow­tinged 
i l l umina t ion to t h e three­d imens iona l l ight of the golden rays ­ all represent 
t h e same th ing : l ight .1 2 3 But w h e n light, w h e t h e r na tu r a l or Active, is m e a n t to 
signify s o m e t h i n g o t h e r t h a n l ight itself t h e n cons idera t ion of t h e concept of 
m e t a p h o r is a lmos t too obvious. K a u f f m a n n , Irving Lavin and Pre imesberger do 
exactly this, largely a s s u m i n g t ha t t h e visual opera t ions at work in Bernini 's a r t 
opera te metaphor ical ly . In Pre imesberger ' s admi rab le response to Lavin's g round­
b reak ing book abou t the Cornaro Chapel, t he scu lp tured cloud, for example , is 
in te rp re ted as a m e t a p h o r for heaven, which , in t u r n , becomes a m e t a p h o r of 
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T h e r e s a ' s love w o u n d . T h e e n t i r e c h a p e l (corpo) is i n t e r p r e t e d , t h r o u g h i t s in ­
s c r i p t i o n (anima) a t t h e t o p o f t h e a r c h , as a m o n u m e n t a l m e t a p h o r (impresa) o f 
t h e c l a i m s o f t h e D i s c a l c e d C a r m e l i t e s . 1 2 4 
It is s e l f ­ e v i d e n t t h a t h i s t o r i c a l i n t e r p r e t a t i o n s h o u l d c o n c e r n i t s e l f w i t h 
a e s t h e t i c a n d s e m a n t i c t h e o r i e s w h i c h r e l a t e t o t h e h i s t o r i c a l c o n t e x t i n w h i c h a 
s u b j e c t w a s c o n c e i v e d . B u t w h e n t h e p h y s i c a l l i g h t o f B e r n i n i ' s r e l i g i o u s w o r k s is 
e x p l a i n e d a s a m e t a p h o r f o r d i v i n e l i g h t , t h e h i s t o r i c a l m e a n i n g a n d a p p l i c a t i o n 
o f t h e t e r m d e m a n d s c l o s e r a n a l y s i s . For t h i s , E m a n u e l e T e s a u r o ' s t h e o r y o f m e ­
t a p h o r s f r o m 1654 is a n i m p o r t a n t p o i n t o f r e f e r e n c e . 1 2 5 Fo r T e s a u r o , t h e c r e a ­
t i o n o f m e t a p h o r s is a n i n v e n t i v e p r o c e s s , r e q u i r i n g ingenium i n o r d e r t o u n i f y 
(accoppiare) s e p a r a t e e n t i t i e s . 1 2 6 T h i s r e q u i r e s a k i n d o f p l a y f u l c r e a t i v e p r o c e s s , 
w h i c h g e n e r a t e s s o m e t h i n g o u t o f n o t h i n g (di non ente fa ente), a n d c r e a t e s a n 
a f f i n i t y b e t w e e n t w o p r e v i o u s l y u n r e l a t e d t h i n g s . 1 2 7 A c c o r d i n g t o T e s a u r o , h o w ­
ever , t h e p r o c e s s o f ingenium ­ ' t r o v a n d o i n c o s e d i s s i m i g l i a n t i l a s i m i l i g l i a n z a ' , 1 2 8 
' v e d e r e i n u n v o c a b u l o so lo , u n p i e n t e a t r o d i m i r a v i g l i e ' 1 2 9 ­ is l i m i t e d b y t w o 
p r i n c i p l e s : t h e first ­ decorum ­ h e n a m e s , 1 3 0 t h e s e c o n d ­ c o m p a r a b i l i t y ­ h e 
i m p l i e s b u t n e v e r d i s c u s s e s . B e g i n n i n g w i t h t h e Poetics o f A r i s t o t l e (§ 21), T e s a u r o 
t r a c e s t h e s i m p l e m e t a p h o r b a c k t o a n a b b r e v i a t e d s y l l o g i s m , i n w h i c h t h e 
s t a r t i n g a n d e n d t e r m s h a r e a c o m m o n genus. M e t a p h o r i c a l l y , a ' s h i e l d ' c a n b e 
r e f e r r e d t o as a ' c u p ' , as b o t h b e l o n g t o t h e genus ' r o u n d n e s s ' . T h e h i g h e r r a n k o f 
t h i s genus o r d e r s t h e t w o s u b o r d i n a t e t e r m s , w h o s e i d e n t i t i e s a r e l i n k e d b y t h e 
m e t a p h o r . 1 3 1 T h i s i n h e r e n t l i n k m a r k s , f o r T e s a u r o , a k i n d o f v e i l e d t r u t h . T h e 
m e t a p h o r i c a l p r o c e s s is t h u s c o n n e c t e d t o a (para­) l o g i c a l o p e r a t i o n , w h i c h de ­
m a n d s t h a t t h e v i r t u o s o i n m e t a p h o r s d i s c o v e r s c o r r e s p o n d e n c e s b e t w e e n w i d e l y 
d i s p a r a t e t h i n g s . In c r e a t i n g a n e w r e l a t i o n s h i p ­ a m e t a p h o r ­ h e h a s t o a c c e p t , 
h o w e v e r , t h e l i m i t s o f t h e sensus communis, i n o r d e r t o b e s u c c e s s f u l . 1 3 2 
Basical ly , i n t h i s c o n t e x t , m u c h d e p e n d s u p o n a p r e l i m i n a r y m e t a p h y s i c a l 
d e c i s i o n ­ d e t e r m i n i n g h o w f a r t h e ' i n v e n t e d ' r e l a t i o n s h i p p r e s u p p o s e s ontological 
p a r t i c i p a t i o n . 1 3 3 T e s a u r o ' l a s c i a a l l e s p a l l e l a r a p p r e s e n t a z i o n e e i m p r e n d e a ri­
f a r e il m o n d o ' , 1 3 4 a l t h o u g h h e s t i l l a d m i t s t h a t t r u t h s h i n e s t h r o u g h a l l u s i v e 
s p e e c h as t h r o u g h a ve i l ( 'come per velo').1 3 5 S f o r z a P a l l a v i c i n o h i n t s e x a c t l y a t t h i s 
p o i n t b y e m p h a s i z i n g t h e ' h i d d e n t r a c e s o f f r i e n d s h i p e v e n b e t w e e n c o n t r a r i e s ' , 
d i s c o v e r e d b y t h e g i f t o f n a t u r e , c a l l e d ingegno.136 
T h e o n t o l o g y o f s i m i l i t u d e w a s n o t o r i o u s l y n e g l e c t e d b y A r i s t o t l e b e c a u s e o f 
h i s r e j e c t i o n o f P l a t o ' s p h i l o s o p h y o f i d e a s . A r i s t o t l e d i d n o t d i s t i n g u i s h b e t w e e n 
t h e c o n s t r u c t i o n o f a m e t a p h o r as a h o r i z o n t a l p l a y b e t w e e n s e p a r a t e e n t i t i e s a n d 
a v e r t i c a l d e p e n d e n c y u p o n w h i c h t h e c o m p a r e d r e l i e s , p o s t u l a t e d b y t h e P l a t o n i c 
c o n c e p t o f analogy. I n P l a t o , t h e r e l a t i o n s h i p b e t w e e n t h e i n d i v i d u a l e l e m e n t s 
m a k i n g u p t h e c o m p a r i s o n a r e e n d o w e d w i t h a n o n t o l o g i c a l d i m e n s i o n , a h i e r ­
a r c h y o f p a r t i c i p a t i o n , w h i c h c o n c e i v e s i d e n t i t y a n d d i f f e r e n c e i n t e r m s o f s u b ­
s t a n t i a l derivation.137 
A n n e E u s t e r s c h u l t e h a s r e c e n t l y s h o w n t h a t t h e h i s t o r y o f t h e a n a l o g y is, a t 
t h e s a m e t i m e , t h e h i s t o r y o f t h e P l a t o n i c i d e a o f p a r t i c i p a t i o n , t h a t is methexis.138 
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This was essential ly unravel led by the Neoplatonic phi losophy of e m a n a t i o n . 
In cont ras t to t h e me taphor , which , accord ing to Aristotle, should p e rm i t e i the r 
a reversal of terms, or else r ep resen t a qual i ta t ive (proport ional) analogy 
(fin:fish = wing:bird), analogy is for Plato, ' t he mos t beau t i fu l of all bonds ' . 1 3 9 
The references to s imi l i tude depend u p o n the 'or igin ' (ekgonos) of the derivative in 
t h e prototype. In this perspective, l ight offers its b r igh tness only because of its 
'der ivat ion ' f r o m the One.1 4 0 The sun - 'o f fspr ing ' of the idea of goodness 1 4 1 - is, 
there fore , really t h e agent be tween sensibilia and intelligibilia. 'This re la t ionsh ip 
prohibi t s i n t e rp re t i ng t h e parable of the sun exclusively as a symbol izat ion of 
intel l igible not ions t h r o u g h visual models . ' 1 4 2 If, however, t h e t r anscendence of 
the idea is no t total , bu t only modal , t h e n sensory percep t ion gains new value. Its 
deficit is, at t h e same t ime, evidence of the presence of the idea in the rea lm of 
the senses. For, as Ernst Gombrich has suggested, 
. . . if the visual symbol is not a conventional sign but linked through the network of corre­
spondences and sympathies with a supracelestial essence which it embodies, it is only con­
sistent to expect it to partake not only of the 'meaning' and 'effect' of what it represents but 
also to become interchangeable with it.'4J 
It is the Idea itself, conceived as an entity, which, through these images tries to signal to us 
and thus to penetrate through our eyes into our mind.144 
The pa rad igm of this par t ic ipa t ion , which evolved as a resul t of the Neopla­
tonic theory of e m a n a t i o n (with its emphas i s on analogy) in to a genetic, an th ro­
pological and historical perspective, is l ight. Light is m o r e t h a n j u s t an 'absolute 
m e t a p h o r ' , which saves f r o m a 'logical e m b a r r a s s m e n t ' (Blumenberg).1 4 5 Rather, 
as Anne Eusterschul te has wr i t t en , 
The chasm between sensory perception and intellectual operations is, in this way, bridged. 
Sensory perception, indirectly participating in the intelligible world, is related to intellectual 
operation, which in turn perceives directly the intelligible light.1"' 
Reference has a l ready been m a d e to the ' i r idescent ' eva lua t ion of l ight in t h e 
Neoplatonic­Christ ian t rad i t ion . For ins tance , August ine , w h o has o f ten been 
wrongly dismissed by ar t h is tor ians as a p ro tagonis t of trivial dua l i sms (because 
of his easily mis in te rp re ted theory of the genera visionum),147 describes l ight in his 
c o m m e n t a r y of the book of Genesis (vii 19, 25) as s o m e t h i n g finely par t ic led, 
capable of l inking t h e senses and the immater ia l . 1 4 8 Dealing wi th the analogy of 
l ight and m i n d , Plotin creates the paradox o f ' u n s e p a r a t e d separa t ion ' . 1 4 9 In so 
doing, he has the un i ty of i m m a n e n c e and t r anscendence in m i n d , which would 
inf luence no t only t h e f u r t h e r h is tory of t h e metaphysics of l ight bu t , for a very 
long t ime, the his tory of t h e physics of l ight as well.1 5 0 W h e n Scotus Er iugena 
declares, ' omnia , quae sun t , l u m i n a sun t ' , he h in t s at t he f u n d a m e n t a l way in 
which l ight appears , namely, always re fe r r ing w h a t is i l lumina ted back to the 
26 © ASSOCIATION OF ART HISTORIANS 2005 
B E R N I N I ' S L I G H T 
source of l ight.1 5 1 It is t h u s ' d e p e n d e n t ' on its source, and so t u r n s t h e Neopla-
tonic scheme of cosmological progress, unitas - alienatio - reditus, in to a sensory 
p h e n o m e n o n . Whoever tr ies to 'cut o f f l ight f r o m its source will be d i sappoin ted , 
because, as Plotin remarked , cu t off f r o m its source, l ight t u r n s to shadow, and 
darkness . 1 5 2 A l ight source w i t h o u t its rays, its emana t ions , is inconceivable. 
The subsequen t his tory of t h e metaphysics of l ight and , especially, since the 
High Middle Ages, the ex t remely close connec t ion be tween the metaphysics and 
physics of l ight, c anno t be pu r sued here . 1 5 3 Of pa r t i cu la r i m p o r t a n c e in this res­
pect, however, is t he dua l n a t u r e of 'physical ' l ight which , as t h e finest , fastest 
and , in its movement , geometr ical ly mos t t r a n s p a r e n t of substances , is always to 
be found a t t h e l imits of the corporeal . It is th is dua l n a t u r e which , in t h e case of 
l ight, cont inual ly t h rea t ens t h e analogy t h r o u g h univocity, l ead ing to 'a con­
vergence of the levels of being, wh ich a n n u l s (...) t h e analogy ' as a con­
sequence.1 5 4 Physical l ight is, paradoxically, always m o r e t h a n j u s t physical l ight . 
SCIENCE 
How did Italian, and especially Roman phi losophers and scientists, t h i n k abou t 
l ight in the seventeenth cen tu ry? As is well known, t rad i t iona l Aristotel ian and 
Neoplatonic na tu r a l phi losophy had already become defensive in this century . 
Scientists were forced to take in to account t h e new mechanis t ic , corpuscu la r 
theor ies of Galileo, Torricelli, Descartes, Chris t ian Huygens and , lastly, Newton. 
Maria Grazia Ianniello, Ugo Baldini and Thomas Leinkauf 1 5 5 have shown t h a t 
Jesuit science and na tu r a l philosophy, d o m i n a n t in Rome, reacted to these new 
challenges in a variety of ways. A centra l role was given to p h e n o m e n a wh ich could 
scarcely, if a t all, be chal lenged by t h e ant i ­metaphysical mechan i s t i c approaches . 
Aside f r o m t h e semina l and growth­rela ted processes in biology (Kircher, Bo­
nanni) , scientists focused on m a g n e t i s m , hea t conduc t ion , electr ici ty and , na tu ­
rally, optics, t he pr ide of Jesuit physics (De Dominis , Biancani, Cabeo, Riccioli, 
Grimaldi , Casati, Eschinardi , Lana Terzi).156 The approx ima te i n s t an t aneousnes s 
of l ight m o v e m e n t and its capacity to pene t r a t e the ha rdes t mater ia l , such as 
d iamonds , were power fu l a r g u m e n t s agains t a tomis t ic object ions. 1 5 7 
It is well known tha t Bernini, par t icular ly as he grew older, developed a s t rong 
aff ini ty wi th t h e Jesuit order. He was, for ins tance, a close f r i end of t h e head 
of the Jesuits, Giovanni Paolo Oliva, and of Cardinal Sforza Pallavicino. He 
bui l t t h e church of the order ' s novit iate, S. Andrea al Quir inale . F u r t h e r m o r e , 
Bernini was no t u n a w a r e of t h e scientific debates of his t ime . Around 1650 he 
designed the f ront isp iece for t h e optical t rea t i se of a n o t h e r close f r i end , t h e 
Jesuit Niccolo Zucchi: Optica Philosophia (1652).158 In this work, too, t h e con t inu i ty 
be tween light, w a r m t h , spiritus and life is emphas ized . Two sect ion head ings 
of t h e first vo lume m a k e explicit t he connec t ion be tween l ight and w a r m t h : 
'Nihil in Universo cognosci tur p r o p r i a m luce lucere, quod n o n sit fo rma l i t e r 
ca l idum ' ­ 'Lumen a luce proveniens n o n est calor; est t a m e n product ivum­
caloris in subiecto apto. '1 5 9 Later on, Zucchi conf i rms t h e l u m i n o u s n a t u r e of the 
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spiritus160 a n d u n d e r l i n e s t h e e n l i v e n i n g e f f e c t o f l i g h t t h r o u g h w a r m t h . 1 6 1 
In 1646 B e r n i n i b e g a n t o w o r k a t t h e C a p p e l l a C o r n a r o a n d a t t h e s a m e t i m e 
t h e J e s u i t A t h a n a s i u s K i r c h e r , a c e n t r a l , t h o u g h c o n t r o v e r s i a l , figure o f t h e Col-
l e g i o R o m a n o , p u b l i s h e d h i s m o n u m e n t a l c o m p e n d i u m o n o p t i c s , t h e Ars magna 
lucis et umbrae ( p l a t e 1.15). F o u r y e a r s l a t e r h e p u b l i s h e d h i s d e t a i l e d a c c o u n t o f t h e 
h i e r o g l y p h i c s o n t h e o b e l i s k i n t h e P i a z z a N a v o n a , a n i m p o r t a n t d o c u m e n t w h i c h 
u n d e r l i n e s K i r c h e r ' s c o n n e c t i o n s w i t h B e r n i n i . 1 6 2 I n t h e 1660s b o t h m e n co l la ­
b o r a t e d o n t h e o b e l i s k p r o j e c t i n f r o n t o f S. M a r i a s o p r a M i n e r v a . 1 6 3 K i r c h e r ' s 
i d e a s a r e b a s e d u p o n a s o l i d s y n t h e s i s o f s o u r c e s w h i c h is h e a v i l y i n d e b t e d t o 
N e o p l a t o n i c b e l i e f s , a n d w h i c h h e g e n e r o u s l y e n d o w s w i t h i n d i v i d u a l o b s e r v a ­
t i o n s . N a t u r e is u n d e r s t o o d a s a palatium o r templum del, a s p a c e f o r e m a n a t i o n s , 
t r a n s f e r e n c e s a n d m i r a c l e s . 
For K i r c h e r , light is o f c e n t r a l p h i l o s o p h i c a l i m p o r t a n c e . B e g i n n i n g w i t h 
t h e N e o p l a t o n i c c r e d o : 'Deus lux es t ' , 1 6 4 a n d t h e p r i n c i p a l r e f e r e n c e s i n J a m e s 
(1:17) ­ ' o r a n e d a t u m o p t i m u m , & o m n e d a t u m p e r f e c t u m d e s c e n d e n s a P a t r e 
l u m i n u m ' ­ K i r c h e r l o o k s f o r t h e e m a n a t i v e w a y s o f G o d ' s p r e s e n c e i n t h e 
w o r l d . A t t h e v e r y b e g i n n i n g o f t h e Ars Magna, h e s t a t e s : ' N i h i l i n i n t i m o m u n ­
d a n a e m o l i s r e c e s s u , q u o d e x l u c e & u m b r a , s u a e c o m p o s i t i o n s p r i n c i p i a & e le­
m e n t a n o n h a b e r e t . ' 1 6 5 T h e m o r e i n t e n s e l y t h e c o r p o r e a l p a r t i c i p a t e s i n l i g h t , t h e 
m o r e p e r f e c t i t i s . 1 6 6 L igh t ­ ' a l m o s t a v i s i b l e d i v i n i t y , a n d i m a g e o f G o d ' 1 6 7 ­
i l l u m i n a t e s , w a r m s a n d , a t t h e s a m e t i m e , f o r m s a l l t h i n g s c r e a t e d . W a r m t h is 
c o n c e i v e d a s t h e l o w e s t l eve l o f l i g h t ' s e m a n a t i o n s . W i t h h i s t h e o r y o f t h e t h r e e 
' r e a l m s ' o f l i g h t , K i r c h e r is f o l l o w i n g , as L e i n k a u f h a s d e m o n s t r a t e d , t h e a u t h ­
o r i t y o f F r a n c e s c o P a t r i z i . 1 6 8 In a s f a r as t h e u n i f i e d , s e n s u o u s l i g h t s u b s t a n c e is 
d i v i d e d ­ a c c o r d i n g t o i t s o r i g i n ( t h e s u n ) : lux prima; i t s r a y s : radius, lux secunda; 
a n d l u m i n o s i t y : lumen ­ i t is a p e r f e c t a n a l o g y o f t h e t r i a d i c , e m a n a t i v e n a t u r e o f 
G o d ( p a t e r = lux; j i l ius = lumen; spiritus sanctus = calor, ignis)}69 K i r c h e r d i r e c t l y 
q u o t e s e x t r a c t s f r o m P a t r i z i ' s Nova de universis philosophia o f 1591, i n w h i c h t h e r ays 
o f l i g h t a r e d e s c r i b e d as a n i n c o r p o r e a l ­ c o r p o r e a l , s p i r i t u a l ­ m a t e r i a l e n t i t y , as 
n e i t h e r substans, n o r (as A r i s t o t l e a f f i r m e d ) accidens - a s ' t e r t i u m e n t i u m 
g e n u s ' . 1 7 0 P h y s i c a l l i g h t is o n l y a p a r t o f t h e c h a i n o f l i g h t c o n c e n t r a t i o n s , w h i c h , 
b e c o m i n g g r a d u a t e d a n d e v e r w e a k e r (debilius), p e n e t r a t e s t h e e n t i r e h i e r a r c h y o f 
B e i n g (ordo rerum).n[ 
W h e n , h o w e v e r , l i g h t , l i k e spiritus, p r e s e n t s i t s e l f a s b o t h i n c o r p o r e a l a n d a s a 
p r e s e n c e i n t h e p h y s i c a l w o r l d (spiritus materialis, vapor spirituosus)}71 w h e n p h y ­
s i ca l l i g h t is u n d e r s t o o d a s s o m e t h i n g m o r e t h a n a p h y s i c a l p h e n o m e n o n ­ a 
p e r c e p t i b l e l i m i n a l s u b s t a n c e , a m a n i f e s t a t i o n o f t h e d i v i n e , a n o b s e r v a b l e 
p a r a d i g m o f t h e e m a n a t i v e p r e s e n c e o f t h e a n g e l s a n d t h e T r i n i t y ­ t h e n d u a l i s t i c 
i n t e r p r e t a t i o n s o f B e r n i n i ' s u s e o f l i g h t c a n n o t b u t b e r e c o g n i z e d a s i n a d e q u a t e . 
T h i s r e m a i n s t r u e e v e n i n m o r e o r t h o d o x A r i s t o t e l i a n p e r s p e c t i v e s . N i c o l a 
Z u c c h i ' s t w o ­ v o l u m e o p t i c a l t r e a t i s e o f 1652 , t o w h i c h B e r n i n i c o n t r i b u t e d , 
a d v a n c e s a d e t a i l e d a r g u m e n t a g a i n s t m e c h a n i s t i c t h e o r i e s o f l i g h t . ' R e p r a e s e n t ­
a t i v a c o l o r i s l u c e n t i s , & i l l u s t r a t i n o n s u n t c o r p u s c u l a s u b s t a n t i a l i a , a b i l l i s 
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1.15 Frontispiece of Athanasius Kircher, Ars magna lucis et umbrae, 1646. 
Engraving. Rome: Scheus. 
d i f f u s a , a u t g e n i t a i n m e d i o , a u t e x c i t a t a . ' 1 7 3 Z u c c h i ' s o b j e c t i o n s t o c o r p u s c u l a r 
t h e o r y w e r e w i d e l y d i f f u s e d . T h e v e l o c i t y o f l i g h t , t h e i n t e g r i t y o f o p t i c a l re ­
p r e s e n t a t i o n s , t h e p e r m a n e n c y o f e m a n a t i v e f o r c e s i n i l l u m i n a t e d o b j e c t s , f o r 
i n s t a n c e , c o u l d h a r d l y b e e x p l a i n e d w i t h i n c o r p u s c u l a r p r e m i s e s . 1 7 4 I n Z u c c h i ' s 
v i ew, as w e l l , l i g h t e s c a p e s t h e o p p o s i t i o n b e t w e e n t h e m a t e r i a l a n d t h e i m ­
m a t e r i a l . H e a s c r i b e s a n e q u a l c a p a c i t y t o w a r m t h , w h i c h d w e l l s f i r s t i n t h e 
s u n , s e c o n d i n t h e s u b l u n a r y s p h e r e o f fire, a n d t h i r d i n t h e l u m i n o u s , w a r m 
a n d a n i m a t i n g spiritus: ' T e r t i o s p i r i t u s i n a n i m a l i b u s , q u i e s t s u b s t a n t i a c a l i d a , & 
t e n i u s , si i n a l i q u a c o p i a c o l l i g a t u r , s i t c u m l u c e s p e c t a b i l i s . . . . ' 1 7 5 
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CONCLUSION 
Gianlorenzo Bernini and the a u t h o r s of Bernini 's Vite should no t be isolated f r o m 
t h e theological and phi losophical e n v i r o n m e n t of which they were an active par t . 
Following t h e ' spir i tual na tu r a l i sm ' of Cinquecen to I tal ian philosophy,1 7 6 Jesui t 
science of the seven teen th cen tu ry sought evidence of God's presence in 
t he world ( ident ifying somet imes even space and God).177 Phi losophers and 
scientists f o u n d this evidence in t h e puzz l ing l imina l subs tances of l ight, in the 
m a g n e t , or in the 'seeds' of life.178 To in t e rp re t Bernini 's l ight as a m e r e m e t a p h o r 
for 'divine l ight ' m e a n s to reduce an ex t remely rich subject in the his tory of ideas 
to a bloodless abs t rac t ion . The l ight of Bernini 's scu lp tures - 'da t roppo t e m p o 
costret ta sul letto di Procuste della metafora ' , to paraphrase Pierantonio Frare1 7 9 -
does no t ' h in t ' a t t h e un rep resen tab le ; r a t h e r it is, itself, a fo rming , moving and 
a n i m a t i n g power.1 8 0 
Bernini 's unp receden ted use of large-scale gilded stucco rays is an e loquen t 
example of how the ar t is t f o u n d a vehicle to express s imul taneous ly the mater i ­
ality and immate r i a l i ty of l ight. Deriving f r o m c h u r c h f u r n i t u r e such as mon­
st rances of t h e late s ix teenth cen tu ry (and a l ready employed, less p rominen t ly , in 
a rch i t ec tu re by Carlo Maderno),1 8 1 Bernini used t h e m to show light no t as a 
me taphor , b u t as an active and power fu l force. The gilded stucco ' represen ts ' rays 
of l ight , and in do ing so makes visible the i r rec t i l inear and i n s t a n t a n e o u s 
movemen t . These s tucco rays, a t once, signify and p roduce l ight . At the same 
t ime, the p h e n o m e n o n of this br i l l ian t golden l ight is m o r e s t rongly connected to 
its ma te r i a l suppor t , in cont ras t , for ins tance, to stained­glass windows. This leads 
to an oscil lation be tween physical and optical fact, be tween t h e stat ic and the 
i n s t a n t a n e o u s ­ corpora incorporea. This does no t cancel the i r mater ia l i ty bu t in­
stead creates a visual paradox. 
In t h e end Bernini 's sculptures , and especially his chapel a r r angemen t s , a re 
also pe rpe tua t i ons of t ha t f lashing and glowing spiritus to which they owe the i r 
existence.1 8 2 The l ight to which these works respond is n o t h i n g o t h e r t h a n an 
analogy of t h e ingenium of its creator, w i th wh ich l ight displays subs tan t ia l 
identi ty. Nicola Zucchi, too, c o m m e n t s on the analogy be tween t h e e m a n a t i o n of 
l ight, m a g n e t i c forces, spiritus (living in the eye as spiritus animalis),183 and the 
dynamic qual i ty of t h e impetus. As l ight , t h e impetus t r ans fuses moving power f r o m 
an active in to a passive agent . 1 8 4 Zucchi 's example for this t r ans fus ion of quali­
tat ive powers ­ t he h a n d t h a t throws a s tone ­ l inks l ight and physical labour. 
From t h e beg inn ing of his vo luminous discourse, Zucchi combines l ight , beauty, 
w a r m t h , fert i l i ty and life, o f fe r ing a con t empora ry clue to Bernini 's work and to 
the c o m m e n t s of his b iographers . 1 8 5 
Still today, Bernini 's scu lp tures are touched by light, t ha t l iminal en t i ty which 
radia ted f r o m the ar t is t ' s eyes and guided his hands . Through his sptritt, Bernini 
inst i l led the subs tance of life in his m e d i u m , conque r ing it and so f t en ing it w i th 
its glow, in accordance w i th t h e topical analogy be tween spiritus, ingenium, l ight, 
w a r m t h and life. 
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France, ed. Milovan Stanic, Paris, 2001, 116 (12 
August 1665): 'qu ' i l (Bernini] avait u n e e x t r e m e 
vivacite ' . 
8 Bernini , Vita, 33-6. On t h e hea l ing a n d re­
a n i m a t i n g powers of he roes in anc ien t bio­
graphies , see D a g m a r Stutzinger , '0EIOE ANHP. 
Einleitung. Die Vorstellung vom auflergewohnlichen, 
gdttlichen Menschen', Spatantike und friihes Chris­
tentum, exhib. cat., F r a n k f u r t : Liebighaus, 1983, 
161-75 (167-8) 
9 'e p a r t i c o l a r m e n t e quel c o n t i n u o lavoro in 
Marmo, in cui e ra cosi fisso, che sembrava anz i 
estat ico, 8i in a t to di m a n d a r per gli occhi lo 
spir i to per r e n d e r vivi li Sassi, fu in lui g ran 
causa di male , che l ' abba t te nel le t to con fibre 
acut i ss ima, & accident i mor ta l i . ' Bernini , Vita, 
48. 
10 'quel Pontefice, che, se gli fosse s ta to possible, 
haverebbe voluto imba l samare , e r ende re 
e t e r n o il Bernino. ' Bernini , Vita, 49. 
11 Bernini , Vita, 73. 
12 ' n o n haver 'esso f a t t a quella Sta tua , m a la Santa 
m e d e s i m a essersi da se m e d e s i m a scolpita, & 
impressa in quel m a r m o . ' Bernini , Vita, 42. ' 
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13 See C h a n t e l o u , Journal 1 1 5 - 1 6 (12 A u g u s t 1665): 
' s u r l ' i m a g e q u ' i l e n a v a i t f o r m e e e t i m p r i m e e 
d a n s s o n i m a g i n a t i o n . . . q u ' i l n e les [pre­
p a r a t o r y s k e t c h e s ] a v a i t f a i t s a d i v e r s e s fo i s q u e 
" p e r i n z u p p a r s i e t i m b e v e r s i d e l l ' i m m a g i n e d e l 
R e " , c e s o n t s e s p r o p r e s m o t s . ' O n t h e c r e d ­
i b i l i t y o f C h a n t e l o u , s e e S a n d r i n a B a n d e r a , 
' B e r n i n i e C h a n t e l o u : A f f i n i t a e l e t t i v e a n t e lit­
t e r a m ' , Paragone, 50 , 1999 , 5 7 ­ 8 1 . See B e r n i n i , 
Vita, 134: ' r i s p o s e , c h e i M o d e l l i g l i e r a n o s e r v i t i 
p e r i n t r o d u r r e n e l l a f a n t a s i a le f a t t e z z e d i ch i eg l i 
d o v e v a r i t r a r r e , m a q u a n d o g i a le h a v e v a c o n ­
c e p i t e , e d o v e v a d a r f u o r i il p a r t o , n o n g l i e r a n o 
p i u n e c e s s a r i i . ' 
14 See B e r n i n i , Vita, 19. 
15 B e r n i n i , Vita, 73 . 
16 B e r n i n i , Vita, 80 . 
17 B e r n i n i , Vita, 9 0 ­ 1 . 
18 B e r n i n i , Vita, 97. 
19 ' d i m o s t r a n d o la u n i f o r m i t a d e l m o t o , l ' a t t i t u ­
d i n e d e l l e p a r t i , la p r o p o r z i o n e d e l l e o p e r ­
a z i o n i , e la s e n s i b i l i t a d e g l i o r g a n i e s t e r n i , & 
i n t e r n i , c o ' q u a l i n e g l i o c c u l t i p r i n c i p i i m o l t o 
p i u si a s s o m i g l i a v a q u e l v i v e n t e A n i m a l u c c i o a 
q u e l v ivo M o n a r c a , c h e o g n i q u a l u n q u e in­
s e n s a t a t e l a d i b e n d i s p o s t i , m a m o r t i c o l o r i . ' 
B e r n i n i , Vita, 96 . M a r t e n D e l b e k e d i s c u s s e s t h i s 
e v e n t i n d e t a i l , i n b o t h P a l l a v i c i n o ' s a n d Do­
m e n i c o ' s v e r s i o n s , ' T h e p o p e , t h e b u s t , t h e 
s c u l p t o r a n d t h e f ly ' . Bulletin de I'Institut Histor-
ique Beige de Rome, 70 , 2 0 0 0 , 1 7 9 ­ 2 2 3 . O n t h e 
r e l a t i o n s h i p s b e t w e e n t h e s c u l p t o r a n d t h e 
c a r d i n a l , s e e T o m a s o M o n t a n a r i , ' G i a n L o r e n z o 
B e r n i n i e S f o r z a P a l l a v i c i n o ' , Prospett iva, 8 7 ­ 8 , 
1997, 4 2 ­ 6 8 . (on P a l l a v i c i n o ' s v e r s i o n o f t h e 
e v e n t , 57). 
20 B e r n i n i , Vita, 100. 
21 See S e r g i o Be r t e l l i , The King's Body. U n i v e r s i t y 
P a r k , 2 0 0 1 (on a n o i n t m e n t , 2 1 ­ 2 8 ; o n s u b j e c t s 
f o r b i d d e n t o l o o k a t t h e k i n g w i t h o u t p e r m i s ­
s i o n , 29 ; l i f e ' s f o r c e o r g e n e r a t i v e p o w e r (testi­
m o n i u m /o r t i t udmis ] a s t e s t i m o n y o f s o v e r e i g n i t y 
[plenitudo potestatis]: 168); Le sa r re des rois (Actes 
du collogue in t e rna t iona l d 'histoire su r les sacres et 
couronnements royaux, R e i m s , 1975), Pa r i s , 1985. 
O n t h e d i f f u s i o n o f t h e t o p o s i n a n c i e n t b io ­
g r a p h i e s ( fo r e x a m p l e , I a m b l i c h o s , Ph i los ­
t r a t o s , P l u t a r c h ) , s e e S t u t z i n g e r , ' V o r s t e l l u n g ' , 
1983 , 165. O n a m i n i a t u r e s h o w i n g t h e k i n g 
( C h a r l e s v o f F r a n c e ) a s a s o u r c e o f l i g h t 
( N e w York, P i e r p o n t M o r g a n L ib ra ry , M. 4 5 6 
fol . 26v, c. 1360), s e e M i c h e l C a m i l l e , "The 
k i n g ' s n e w b o d i e s ' , T h o m a s G a e h t g e n s , e d „ 
Kiinstlerischer Austausch. Akten des 28. Inter-
nationalen Kongresses fur Kunstgeschirhte, vol . 2, 
B e r l i n , 1993 , 3 9 3 ­ 4 0 5 (esp . 3 9 6 , 404 ) : o n t h e 
c o m p a r i s o n w i t h t h e s h i n i n g c o r p s e s o f s a i n t s , 
C a m i l l e , n o t e 18. O n t h e ' s h i n i n g c r o w n ' , s e e 
C a r r a F e r g u s o n O ' M e a r a , Monarchy and consent. 
The coronation book of Charles v of France, L o n d o n , 
2001 , 49 . 
22 B e r n i n i , Vita, 88 . 
2 3 B e r n i n i , Vita, 1 0 3 ­ 1 0 4 . Fo r t h e c o n t e x t , s e e 
C l a u d i o D o n a t i , L'idea di nobil ta in I ta l ia . Secoli 
xiv­xvm, R o m e a n d Bar i , 1988 . 
24 B e r n i n i , Vita, 127. 
2 5 C h a n t e l o u , journal, 4 8 (6 J u n e 1665); s e e 117 (12 
A u g u s t 1 6 6 5 ) : ' . . . q u e le t r a v a i l l u i a v a i t e p u i s e 
les e s p r i t s ' . 
26 B e r n i n i , Vita, 132. 
2 7 C h a n t e l o u , journal, 116 (12 A u g u s t 1665); s e e 9 8 
(30 J u l y 1665). 
2 8 B e r n i n i , Vita, 134. See C h a n t e l o u , J o u r n a l , 115 
(12 A u g u s t 1665): ' . . . l ' i m a g e q u ' i l e n a v a i t 
f o r m e e e t i m p r i m e e d a n s s o n i m a g i n a t i o n ' . O n 
a r t i s t i c a n d e p i s t e m o l o g i c a l ' p a r t o ' ( w i t h re­
f e r e n c e s t o F i c i n o , De amore a n d De vita), s e e 
M a r i a R u v o l d t ' s r e c e n t a n a l y s i s , ' M i c h e l a n g e ­
l o ' s d r e a m ' , A r t Bulletin, 85:1, 2 0 0 3 , 8 6 ­ 1 1 3 . 
(esp. 105­107) . 
2 9 C h a n t e l o u , Journal, 6 5 (27 J u n e 1665). 
30 'V.M. l o d a t a n t o la c o p i a , p e r c h e e in­
n a m m o r t a t a [sic] d e l l ' o r i g i n a l e . ' B e r n i n i , Vita, 
136 . 
31 ' O n d e p e r c h e i n q u e l l ' a t t o d i m o s t r o q u a l c h e 
e s p r e s s i o n e di t e n e r e z z a , n e g l i o c c c h j [sic] a n ­
c o r a , il Re r i v o l t o a l l ' A b b a t e Bu t i s u o c o n f i d e n t e 
d i s s e in l i n g u a F r a n c e s e , e c o n v o c e a l q u a n t o 
s o m m e s s a , " Q u e s t o g r a n d ' H u o m o m i a m a , m a 
10 s o n o m a g g i o r m e n t e i n n a m o r a t o d i lu i , d i 
q u a n t o d i m o s t r o . ' " B e r n i n i , Vita, 140. See 
P i e r r e C u r e a u d e La C h a m b r e ' s a c c o u n t o f 1681, 
' i l l u y e c h a p p o i t s o u v e n t d e d i r e " c h ' e r a in­
n a m o r a t o d e l Re d i F r a n c i a ' " , M o n t a n a r i , 'La 
p r i m a b i o g r a f i a ' , 1 9 9 9 , 1 1 6 . 
3 2 B e r n i n i , Vita, 148. 
3 3 B e r n i n i , Vita, 149. 
34 ' . . . & h a v e r c o n c io s a p u t o a c c o p p i a r e i n u n 
c e r t o m o d o i n s i e m e la P i t t u r a , e la S c u l t u r a . ' 
B e r n i n i , Vita, 149. I r v i n g Lavin , Bernini and the 
unity of the visual arts. N e w York a n d L o n d o n , 
1980; R u d o l f P r e i m e s b e r g e r , ' B e r n i n i s C a p p e l l a 
C o r n a r o . E i n e B i l d ­ W o r t ­ S y n t h e s e d e s s ieb­
z e h n t e n J a h r h u n d e r t s . Zu I r v i n g Lav ins Ber­
n i n i ­ B u c h ' , Zei tschn/ t fur Kunstgeschichte, 49 :2 , 
1986 , 1 9 0 ­ 2 1 9 . 
3 5 . . . e s s e r f o r s e p r o v e n u t o d a l n o n h a v e r l o r o 
d a t o il c u o r e d i r e n d e r e i sass i cos i u b b i d i e n t i 
a l i a m a n o . ' B e r n i n i , Vitu, 149. See a l s o P i e r r e 
C u r e a u d e La C h a m b r e ' s a c c o u n t o f 1681/85: 
' . . . e t q u ' i l e s t a r r i v e a la p e r f e c t i o n p o u r u n 
c h e m i n t o u t d i f f e r e n s d e c e l u y d e s a n c i e n s . . . . 
11 s e m b l e m e s m e q u ' i l n ' a q u i t t e le g o u s t e a n ­
t i q u e q u e p o u r d o n n e r a ses figures p l u s d e 
m o u v e m e n t e t d e v ie , p l u s d e t e n d r e s s e e t p l u s 
d e v e r i t e . 11 e s t c e r t a i n . . . q u ' i l a o s t e , p o u r a i n s i 
d i r e , la d u r e t e a u m a r b r e (qu i s ' a m m o l i t s o u s 
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son ciseau), qu ' i l luy a d o n n e de la legerete et 
de la t ransparence ' , Montana r i , 'La p r ima bio-
grafia ' , 1999 ,125-6 . 
36 See Plutarch, Moralia 681 AB. It seems to be n o 
coincidence t h a t the flaming h e a r t a lmos t be­
c ame Bernini 's s igna ture : see, for example , t h e 
hear t ­shaped open ing of t h e a l ta r in t h e Cap­
pella Albertoni , and , mos t significantly, on t h e 
panels u n d e r t h e windows; f u r t h e r m o r e , t h e 
gate of the Cappella Cornaro and the f r ieze in 
the Cappella Raimondi , San Pietro in Montorio. 
See Shelley K. Perlove, Bernini and the idealization 
of death: The Blessed Ludovica Albertoni and the Al­
tieri Chapel, University Park, 1990, 18. 
37 'Un' Artefice eccellente nel Disegno dub i to r 
n o n deve al g iunger del l ' e ta decrepi ta di al­
cuna m a n c a n z a di vivacita, e tenerezza , pe rche 
e di t a n t a efficacia la pra t t ica del Disegno, che 
ques to solo p u o suppl i re al d i fe t to degli spiri t i , 
che nella vecchiaja languiscono. ' Bernini , Vita, 
167. Baldinucci repor t s t h e sculptor ' s c o m m e n t 
m o r e explicitly: che u n a tal s icurezza nel dis­
egno possa assai bene suppl i re al d i fe t to degli 
spirit i , i qual i coll 'aggravar del l 'e ta si raf­
f r eddano , cio che egli diceva aver osservato in 
al t r i Artefici,' Vita, 59. 
38 Baldinucci, Vita, 132. 
39 Bernini , Vita, 167. 
40 Bernini , Vita, 169. 
41 Come, ch 'ei avant i la sua ma la t t i a haveva 
concer ta to il m o d o col P. Marchese di essere 
in teso senza par lare , s tupore in tu t t i fu , c o m e 
b e n a lui si facesse i n t ende re col m o t o solo 
della s inistra mano , e degli occhj: Segno man­
ifesto di g ran vivacita di s en t imen t i , qual i ne 
p u r e allora mos t ravan di cedere, benche man­
casse la vita. ' Bernini , Vita, 175. On the l i terary 
cons t ruc t ion of Bernini 's d e a t h and his last 
works, see Irving Lavin, 'La m o r t e di Bernini ' , 
Bruno Contard i et al., eds, Le immagini del SS.mo 
Salvatore, Rome, 1988, 229­58. Recently, Phil ip 
Sohm c o m m e n t a t e d on the topos of t h e ar t i s t ' s 
dea th as a c lue to aes the t ic response ('Car­
avaggio's dea ths ' , 2002). 
42 'mor te , la qua le v e r a m e n t e apparve agli occhi 
nos t r i qual fu la vita, ' Baldinucci, Vita, 61. 
43 Apar t f r o m t h e b iography of Filippo Baldinucci, 
w h o uses t h e same mater ia l s as Domenico, t h e 
pr incipal sources are t h e d iary of Paul Freart de 
Chan te lou and the shor t b iography of Pierre 
Cureau de La Chambre . 
44 Baldinucci, Vita, 2. This refers to t h e Neopla­
tonic concept of logoi spermatikoi; see Maryanne 
C. Horowitz, Seeds of Virtue and Knowledge, Prin­
ceton, 1998; Carol V. Kaske, 'Ficino's p r e 
inca rna t iona l scenarios ' , Liana de Girolami 
Cheney and John Hendrix , eds, Neoplatonism 
and the Arts, Lewiston, 2002, 53­64; Hiroshi 
Hirai, 'Concepts of seeds and n a t u r e in t h e 
work of Marsilio Ficino', Michael J.B. Allen et 
al., eds, Marsilio Ficino. His theology, his philosophy, 
his legacy, Leiden, 2002, 257­84; Daniel P. 
Walker, "The astral body in Renaissance medi­
cine ' , in Journal of the Warburg and Courtauld 
Institutes, 21: 1­2, 1958, 119­33. See Chan te lou , 
Journal 86 (23 July 1665; on t h e astrology of 
fame). See also Pierre Cureau de La Chambre ' s 
charac te r iza t ion of 1685: 'Le cavalier Bernin 
estoi t . . . d ' u n t e m p e r a m e n t t o u t feu , fo r t et 
robuste . . . . des qu ' i l ouvroi t la b o u c h e c 'estoit 
u n c h a r m e q u e de l ' en tendre , d ' a u t a n t p lus 
qu' i l accompagno i t t ou t ce qu ' i l disoit de cer­
ta ins gestes merve i l l eusemen t exp res s i f s . . . , 
d ' h u m e u r . . . vive, p r o m p t e , b r u s q u e et im­
petuese , p r i n c i p a l e m e n t le dern ie r ' , Mon­
tanar i , 'La p r i m a biograf ia ' , 1999 ,125­6 . 
Undoubtedly , t h e mode l for Baldinucci 's ac­
c o u n t is Vasari 's l ife of Michelangelo ('il be­
n ign iss imo Ret tore del cielo (...] m a n d a r e in 
t e r ra u n o spir i to [...]', Giorgio Vasari, Le Vite de' 
piu eccellenti pittori, scultori e architettori nelle re­
dazioni del 1550 e 1568, ed. Rosanna Bet tar ini , 
c o m m . Paola Barocchi, 9 vols, Florence, 1966­
1987, vol. 6, 3). See Ca the r ine Sousloff, ' Imi ta t io 
Buonar ro t i ' , Sixteenth­Century Journal, 20, 1989, 
581­602; Montana r i , 'Pallavicino' , 1997, 58­60. 
On Michelangelo 's hagiography, see David 
S u m m e r s , Michelangelo and the Language of Art, 
Princeton, 1981, 56­59, 103­143; David Sum­
mers , The Judgment of Sense. Renaissance Nat­
uralism and the Rise of Aesthetics, Cambr idge , 
1989, 14­32. On Renaissance ingemum, Mar t in 
Kemp, 'From " m i m e s i s " to " f a n t a s i a " : The 
Qua t t rocen to vocabulary of c rea t ion , inspira­
t ion and gen ius in t h e visual ar ts ' . Viator, 8, 
1977, 347­97; Mar t in Kemp, ' "Equa l ex­
cel lences": Lomazzo and t h e exp lana t ion of 
ind iv idual style in t h e visual ar ts ' . Renaissance 
Studies, 1, 1987, 1­26; Ulrich Pfisterer, 
'Kunst ler ische "Potestas A u d e n d i " u n d "Li­
cen t i a " im Qua t t rocen to . Benozzo Gozzoli, 
Andrea Mantegna , Bertoldo di Giovanni ' , R6­
mtsches Jahrbuch der Bibliotheca Hertziana, 31, 
1996, 107­147. On t h e no t ions of t h e gen ius ' s 
i n n e r fire, see Perr ine Galand­Hallyn, Fernand 
Hallyn and Jean Lecointe, 'L ' inspirat ion poe­
t ique au Qua t t rocen to au XVle siecle', Per r ine 
Galand­Hallyn a n d Fe rnand Hallyn, eds, 
Poetiques de la Renaissance. Le modele italien, le 
monde/ranco­bourguignon et leur heritage en France 
au XVTe siede, Geneva, 2001, 109­147. For t h e 
seven teen th century , see Giulio Marzot , L'in­
gegno e il genio nel seicento, Florence, 1944. See 
also Roland Kanz, Die Kunst des Capriccio. Krea­
tiver Eigensinn in Renaissance und Barock, Munich 
and Berlin, 2002, 54 ff. (on Juan Huar te , Examen 
de ingenios para las ciencias [1575], w h o describes 
t h e ' w a r m ' a n d ' d a m p ' complex ion of t h e 
gen ius and of imag ina t ion , t h e place w h e r e 
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m e t a p h o r s a r e ' c o m p o s e d ' ) . See f u r t h e r De­
b o r a h J . H a y n e s , The vocation of the artist, C a m ­
b r i d g e , Mass , 1 9 9 7 a n d N o e l L. B r a n n , The debate 
over the origin of genius during the Italian Re­
naissance. The theories of supernatural frenzy and 
natural melancholy in accord and in conflict on the 
threshold of the scientific revolution, L e i d e n a n d 
B o s t o n , 2 0 0 2 . O n t h e m e d i c a l t r a d i t i o n o f spir i t ! 
t h a t s h a p e t h e b o d i e s o f a r t i s t s a n d a l s o t h e i r 
w o r k s o f a r t , s e e L a u r e n z a , De figura umana, 
1 2 0 ­ 1 . 
4 6 M o s t i m p o r t a n t o n pneuma a n d spiritus: F r a n z 
R i i s c h e , Das Seelenpneuma. Seine Entwicklung von 
der Hauchseele zur Geistseele, P a d e r b o r n 1933 ; 
G e r a r d V e r b e k e , L'Evolution de la doctrine du 
pneuma du stoicisme a SAugustin. Etude philoso­
phiaue, P a r i s a n d L o u v a i n 1945 ; O w s e i T e m k i n , 
' O n G a l e n ' s p n e u m a t o l o g y ' , Gesnerus, 8, 1951, 
1 8 0 ­ 9 ; A u g u s t o M a r i n o n i , I rebus di Leonardo da 
Vinci. Raccolti interpretati. Con tin saggio su "Una 
virtu spirituale', F l o r e n c e , 1954 ; M a r i e ­ D o m i n i ­
q u e C h e n u , ' S p i r i t u s : Le v o c a b u l a i r e d e l ' a m e 
a u XII s i ec l e ' , Revue des sciences phtlosophiques et 
the'ologiques, 41, 1957, 2 0 9 ­ 2 3 2 ; E r m e n e g i l d o 
B e r t o l a , 'Le f o n t i m e d i c o ­ f i l o s o f i c h e d e l l a d o t ­
t r i n a d e l l o " s p i r i t o " ' , Sophia, 26 , 1958 , 4 8 ­ 6 1 ; 
M a r i e l e n e P u t s c h e r , Pneuma, Spiritus, Geist, 
W i e s b a d e n , 1973 ; M a r i e E. I saacs , The Concept of 
Spirit. A Study of Pneuma in Hellenestic judaism and 
its Bearing on the New Testament, L o n d o n , 1976; 
M a r t a F a t t o r i , e d „ Spiritus. Quarto colloquio in­
te rnazionale , R o m e , 1984; J a m e s J . B o n o , 'Med i ­
ca l s p i r i t s a n d t h e m e d i e v a l l a n g u a g e o f l i fe ' , 
Tradit io, 40 , 1 9 8 4 , 9 1 ­ 1 3 0 ; D a n i e l P. W a l k e r , 
Music, Spirit and Language in the Renaissance, 
L o n d o n , 1985 ; E u g e n i o G a r i n , 'II t e r m i n e 
" s p i r i t u s " i n a l c u n e d i s c u s s i o n i f r a Q u a t ­
t r o c e n t o e C i n q u e c e n t o ' , E u g e n i o G a r i n , Uma­
nisti, a r t o t i , scienziatt , R o m e , 1989 , 2 9 5 ­ 3 0 3 ; 
F r a n z D i i n z l , Pneuma. Funktionen des theolo­
gischen Begriffs in der fruhchristlichen Literatur, 
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2 0 0 2 , 1 7 1 ­ 9 3 . (193, n o t e 56 w i t h b i b l i o g r a p h y ) . 
8 0 See C h a n t e l o u , Journal, 2 0 5 (26 S e p t e m b e r 
1665). 
81 C h a n t e l o u , Journal, 154 (4 S e p t e m b e r 1665). 
8 2 See R u d o l f P r e i m e s b e r g e r , ' P i g n u s i m p e r i i . E in 
B e i t r a g z u B e r n i n i s A e n e a s g r u p p e ' , F r i e d r i c h 
Piel a n d J o r g T r a g e r , e d s , F e s t s d i r i / t / u r Wolfgang 
Braunfels, T u b i n g e n , 1977, 3 1 5 ­ 2 3 (esp . 319); 
U l r i k e M i i l l e r H o f s t e d e , ' K i i n s t l e r i s c h e r W i t z 
u n d v e r b o r g e n e I r o n i e . Zu B e r n i n i s A e n e a s u n d 
A n c h i s e s g r u p p e u n d B a g l i o n e s " C u p i d o c r u ­
c i a t u r ' " , C h r i s t i n e G o t t l e r e t al . , e d s , Diletto e 
muravigl ia . Ausdruck und W i r k u n g in der Kunst von 
der Renaissance his zum Barock, E m s d e t t e n , 1998 , 
1 0 3 ­ 2 7 (esp . 107). 
8 3 See M i i l l e r H o f s t e d e , ' K i i n s t l e r i s c h e r W i t z ' , 107 
( b u t t r a n s l a t i n g calor u n s p e c i f i c a l l y w i t h ' h e a t ' 
('Hitze']). 
8 4 For r e l a t e d p r o b l e m s o f t h e m o n o c h r o m e 
s c u l p t u r e , s e e P a t r i k R e u t e r s w a r d , "The b r e a k ­
t h r o u g h o f m o n o c h r o m e s c u l p t u r e d u r i n g t h e 
R e n a i s s a n c e ' , Konsthistorisk tidskrift, 69 , 2 0 0 0 , 
1 2 5 ­ 4 9 . 
8 5 T h i s w a s a l r e a d y o b s e r v e d by K a u f f m a n n , Ber­
n in i , 79 . 
8 6 O n t h e m a t e r i a l c o n d i t i o n s , s e e V i t a l i a n o Ti­
b e r i a , Gtan Lorenzo Bernini, Pietro da Cortona, 
Agostino Ciampelli in Santa Bibiana a Roma. I res­
taurs, Tod i , 2 0 0 0 , 2 4 ­ 7 7 . 
8 7 ' m u t a r g l i il l u m e e la v e d u t a , c o n v e n e n d o s i o r a 
g i r a r e p e r v e r d e r l a i n f a c c i a ' ( a f t e r Bel lor i ) , 
K a u f f m a n n , Bernini, 102. 
8 8 See C h a n t e l o u , Journal, 2 2 8 (6 O c t o b e r 1665). 
L e o n a r d o d a V i n c i c r i t i z i c e s s c u l p t u r e f o r ap­
p e a r i n g o n l y a s t h a t w h i c h i t is ( ' d i m o s t r a n d o 
a l l ' o c c h i o q u e l , c h e q u e l l o e ' ; Libro di P i t tura , 
{j 35), a v e r d i c t , a l r e a d y t r a n s f o r m e d p o s i t i v e l y 
by P o m p o n i u s G a u r i c u s a s t h e h i g h e r ' t r u t h ' o f 
s c u l p t u r e w i t h r e g a r d s t o p o e t r y ; s e e De sculp­
tura, e d s A n d r e C h a s t e l a n d R o b e r t Kle in , G e n ­
eva , 1969 , 43 . 
8 9 S e e t h e g r o u n d b r e a k i n g i n t e r p r e t a t i o n s o f 
K a u f f m a n n , Bernini, 194­221 a n d M a t t h i a s 
W i n n e r , ' B e r n i n i s " V e r i t a " ( B a u s t e i n e z u r Vor­
g e s c h i c h t e e i n e r I n v e n z i o n e ) ' , T i l m a n n Bud­
d e n s i e g a n d M a t t h i a s W i n n e r , e d s , Munuscula 
Discipulorum. Kunsthislorische Studien. Hans 
Kauffmann zum 70. Gehurtstag, B e r l i n , 1968 , 3 9 3 ­
413 ; M a t t h i a s W i n n e r , ' V e r i t a s ' , Co l iva a n d 
S c h u t z e , Bernini , 2 9 0 ­ 3 0 9 . 
9 0 ' L ' e s p r e s s i o n e b e a t a d e l l a V e r i t a d e l B e r n i n i n e l 
m o m e n t o d e l l a p e r c e z i o n e d e l l a l u c e i s p i r a 
u n a fiducia c h e t r a s c e n d e la s f e r a u m a n a ( . . . ) ' 
K r i s t i n a H e r r m a n n F io re , 'La V e r i t a ' , in C l a u d i o 
S t r i n a t i a n d M a r i a G r a z i a B e r n a r d i n i , e d s , Giun 
Lorenzo Bernini. Regista del Barocco. 1 restauri, 
G e n e v a a n d M i l a n 1999 , 2 7 ­ 3 5 (34). Fo r s m i l e a s 
t h e s h i n i n g o f t h e ' i n n e r ' l i g h t , s e e D a n t e , Di­
vina Commediu, I'urgahmo, 11, 7 9 ­ 8 4 , a n d Con­
vivio, 2, v i i i , 11; f o r t h e c e l e s t i a l l i g h t a s ' s m i l e ' 
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of the heavens, see Marsilio Ficino, De lumine, 5, 
16. 
91 See Baldinucci, Vita, 35-6; Bernini, Vita, 81-2: 
'Dall 'antica mia rupe, / Per darmi spirito e voce, 
/ Ma non pur voce, e spirto, e moto, e volo, / 
Fabro, che al Mondo e solo, / Trassemi un 
giorno, e gia volea la mano / . . . Piombar sopra 
di me colpi vitali' 
92 '6 altra grave occupazione ne distogliesse il 
lavoro,' Bernini, Vita, 81. 
93 This is a significant reversal of Michelangelo's 
practice, jus t as Pier Filippo Bernini's poem is a 
reversal of Michelangelo's famous sonnet 
f ragment : 'Dagli alti mont i e d 'una gran ruina, 
/ ascoso e circunsrit to d 'un gran sasso, / idiscesi 
a discoprirmi in questo basso, contr 'a mie vo-
glia, in tal lapedicina. / Quand'el sol nacqui, a 
da chi il ciel destina ' (Michelangelo Buonarroti , 
Rime, ed. Enzo N. Girardi, Bari, 1960, 131). For 
the intertextual connection of both poems, see 
Giancarlo Maiorino, The Cornucopian Mind and 
the Baroque Unity of the Arts, University Park and 
London, 1990, 23-5. On the other hand, Berni­
ni's sculpture is also a commi tment to Miche­
langelo's famous sonnett 'Non ha Tott imo 
artista alcun concetto / c 'un m a r m o solo in se 
non circonscriva' (Rime, 82); see Sforza Pallavi­
cino's s ta tement in Del bene: 'Cosi diciamo che 
fu perfezionato quel sasso dallo scarpello del 
Bernino. da cui fu ridotto in una graziosissima 
statua. E pure cio non ha fatto il Bernino, se 
non tagliando d ' intorno al sasso molti pezzi a 
lui simili di sostanza che gli stavano congiunti , 
la qual congiunzione meglio si conformava 
colla naturale inclinazione e col manteni­
mento del sasso.' (Montanari, 'Pallavicino', 
1997, 60). For the paragone with Michelangelo, 
see also Herrmann Fiore, 'Verita', 33­4, and her 
observation on the contrast between highly 
finished and unfinished parts: 'Questo con­
trasto aumen ta Teffetto di irradiazione della 
superficie cristallina della Verita, ed e quindi 
funzionale al tema. ' (33) 
94 Maiorino, Cornucopian Mind, 116. ' tuttavia 6 
fosse sdegno del medesimo Tempo, che mobile 
di sua na tu ra non voile eternarsi per le mani 
del Bernino', Bernini, Vita, 81. Bernini empha­
sized this point. Until the death of the sculptor 
some thirty years later the gigantic block in­
tended for 'Time' could be seen on the street, 
leaning against Bernini's house; see Winner, 
Veritas', 296. On Pallavicino's and Chantelou's 
accounts of Bernini's appreciation of frag­
mented ant ique sculptures (Torso of Belvedere, 
Pasquino), see Montanari , 'Pallavicino', 1997, 
58. 
95 See Frank Fehrenbach, '"Discordia concors". 
Gianlorenzo Berninis "Fontana dei Quat t ro 
Fiumi" (1648­51) als papstliches Friedensmo­
nuraent ' , Heinz Duchhardt , ed., Der Westfdtische 
Friede. Diplomatic ­ Politische Tasur - Kulturelles 
Urn/eld ­ Rezeptionsgeschichte, Munich, 1998, 715­
40; Frank Fehrenbach, Mikrokosmen. Gianlorenzo 
Berninis "Fontana dei Quattro Fiumi" und Nicola 
Salvis "Fontana di Trevi" in Rom. Kunst, Natur­
philosophie, Topographic, Berlin and Munich, 
2005 (forthcoming). See also Rudolf Preimes­
berger, 'Obeliscus Pamphilius. Beitrage zu Vor­
geschichte und Ikonographie des Vierstromeb­
runnens auf Piazza Navona', Miinchncr Jahrimch 
der Bildenden Kunst, 1974, 77­162. 
96 On the typology (the Pantheon, as well as 
Giacomo Vignola's S. Andrea in Via Flaminia, 
the Cappella della Madonna della Strada of 
the Gesu and Pietro da Cortona's model for 
the high altar of S. Giovanni dei Fiorentini, 
1634), see Lavin, Unity, 34, and Davis, 'Architec­
ture and Light' (with exhaustive references to 
Serlio). 
97 See Lavin, Unity, 104. The outer window of the 
chapel was originally much smaller t han it is 
today, as an etching by Piranesi illustrates. For 
interest ing observations on addit ional light 
devices in the chapel, see Livia Carloni, 'La 
Cappella Cornaro in Santa Maria della Vittoria: 
nuove evidenze e acquisizioni sulla " m e n cat­
tiva opera" del Bernini' , Strinati and Bernar­
dini, I restauri, 37­46. 
98 See Susanne J. Warma, 'Ecstasy and Vision. Two 
Concepts connected wi th Bernini's "Teresa" ' , 
Art Bulletin, 64: 3,1984, 510. 
99 See Tod A. Marder, Bernini's Scala Rcgia at the 
Vatican Palace, Cambridge, 1997, 165­212. 
100 Kauffmann, Bernini, 287. 
101 On the history of the Cathedra, see Ann Su­
ther land Harris, 'La Cattedra di San Pietro in 
Vaticano: dall ' idea alia realizzazione', Maria 
Grazia Bernardini, ed., Bernini a Montecitorio, 
Rome, 2001, 115­28. 
102 See Bernini's draf t in the Vatican, coll. Chigi 
(Heinrich Brauer and Rudolf Wittkower, Die 
Zeichnungen des Gianlorenzo Bernini, 2 vols, Ber­
lin, 1931, cat. no. 74b), and the drawing by 
Borromini in the Albertina, Vienna (Heinrich 
Thelen, Francesco Borromini. Die Handzeichnungen, 
Graz, 1967, cat. no. C. 68). 
103 Patrik Reutersward demonst ra ted tha t , in the 
middle ages, celestial light was of ten re­
presented by red or blue colours ( 'What color is 
Divine Light?', Thomas B. Hess and John Ashb­
ery, eds. Light, from Aten to Laser [Art News Annual 
35], 1969, 109 ff.). But John Gage emphasized 
how white, in the ga rment of the t ransfigured 
Christ, signified the light of heaven as well 
(Colour and Culture. Practice and Meaning from 
Antiquity to Abstraction, London, 1999, 60). On 
white as the origin of colours (following Aris­
totle, Albertus Magnus et al.), see Gage, 141. On 
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t h e c o l o u r o f l i g h t (wh i t e ) , s e e a l s o A l i d a C r e s t i , 
Mitografia di luce e il colore degli angeli. Simboli e 
figure delta sacralitd luminosa, R o m e , 2 0 0 2 , 3 7 f f . 
104 See K a u f f m a n n , Bernini, 3 2 9 ( w i t h r e f e r e n c e t o 
t h e t y p o l o g i c a l m o d e l , P i e t r o d a C o r t o n a ' s de ­
s i g n f o r t h e h i g h a l t a r o f SS. M a r t i n a e Luca , 
R o m e ) . 
105 For a n a l t e r n a t i v e i d e n t i f i c a t i o n (St A n n e ) , s e e 
M a r c e l l o B e l t r a m m e , 'G.L. B e r n i n i a S a n F r a n ­
c e s c o a R ipa . U n a r i l e t t u r a p e r u n a n u o v a p ro ­
p o s t a t e m a t i c a ' , Studi romani, 1 9 9 8 : 1 ­ 2 , 2 9 ­ 5 9 . 
Fo r t h e c a r p e t , r e m i n i s c e n t o f a f u n e r a r y 
d r a p e r y , s e e M i c h e l a Ul ivi , 'La C a p p e l l a d e l l a 
b e a t a L u d o v i c a A l b e r t o n i n e l l a c h i e s a d i S a n 
F r a n c e s c o a R i p a ' , S t r i n a t i a n d B e r n a r d i n i , I 
res taur i , 8 5 ­ 9 5 (90). 
106 See Davis , ' A r c h i t e c t u r e a n d L i g h t ' , 1 7 2 ­ 3 . 
107 D u e t o a n e w l y c o n s t r u c t e d o r a t o r y , t h e r i g h t 
w i n d o w w a s c l o s e d t w e n t y ­ o n e y e a r s a f t e r t h e 
a r t i s t ' s d e a t h (1701), t h e s a m e y e a r i n w h i c h t h e 
o r i g i n a l l y w o o d e n d r a p e r y , a m o n g o t h e r in ­
t e r v e n t i o n s , w a s s u b s t i t u t e d by t h e p r e c i o u s 
m a r b l e s t r u c t u r e . T h e a m e n d m e n t s w e r e 
s p o n s o r e d by A n g e l o P a l u z z i A l b e r t o n i , c o m ­
m i s s i o n e r o f B e r n i n i ' s o r i g i n a l w o r k ; s e e Fed­
e r i c a Di N a p o l i R a m p o l l a , ' C r o n o l o g i a d e l l e 
r i s t r u t t u r a z i o n i d e l l a C a p p e l l a d e l l a b e a t a Lu­
d o v i c a A l b e r t o n i a S a n F r a n c e s c o a R i p a ' , Str i ­
n a t i a n d B e r n a r d i n i , J restauri, 9 7 ­ 1 1 0 ( a p p . d o c . 
n . 7). I d o n o t s h a r e M i c h e l a Ul iv i ' s c o n c l u s i o n : 
'La c h i u s u r a d e l l a finestra n e l 1702 . . . h a in­
d u b b i a m e n t e p r o v o c a t e la p e r d i t a d e l l a c o m ­
p l e t e z z a d e l l a p r o g e t t u a l i t a b e r n i n i a n a . ' ('La 
C a p p e l l a ' , 95 , n o t e 33). T h e o n l y s u r v i v i n g p re ­
p a r a t o r y s k e t c h e s b y B e r n i n i (Leipzig , M u s e u m 
d e r b i l d e n d e n K i in s t e , inv. n o . 7 8 1 3 v e r s o a n d 
7850) i n d i c a t e a m a j o r l i g h t s o u r c e f r o m t h e 
l e f t , a s d o e s G i o v a n n i B a t t i s t a G a u l l i ' s a l t a r 
p a n e l , e x e c u t e d after B e r n i n i ' s s c u l p t u r e , a n d 
h i s d r a w i n g a f t e r t h e L u d o v i c a ( B i b l i o t h e q u e 
i n t e r u n i v e r s i t a i r e , M o n t p e l l i e r ; c. 1674). Ob­
v i o u s l y , i t w a s a l w a y s B e r n i n i ' s i n t e n t i o n t o l e t 
t h e w e s t e r n w i n d o w p l a y a d o m i n a n t r o l e . 
108 Pe r love , Bernini , 30 , t r a c e s t h e g e s t u r e b a c k t o 
a c c o u n t s o f t h e s a i n t ' s l i f e t h a t e m p h a s i z e 
c h a r i t y a s i n f l a m i n g h e r h e a r t ( ' She d o e s n o t 
b r e a t h e o t h e r t h a n t h e a m o r o u s e x h a l a t i o n o f 
t h e f l a m e n u r t u r e d i n h e r b o s o m . ' B e r n a r d i n o 
S a n t i n i , I voli d'amore, B o l o g n a , 1673, 11). See 
a l s o F r a n k S o m m e r , w h o s u g g e s t s t h a t t h e 
s a i n t is s u f f e r i n g from a n a t t a c k o f incendium 
amoris t h a t e v e n c o l o u r s t h e d r a p e r y b e n e a t h 
h e r b e d ("The I c o n o g r a p h y o f A c t i o n : B e r n i n i ' s 
Ludovica Albertoni", Ar t Quarter ly, 3 6 , 1 9 7 0 , 3 0 ­ 8 ) . 
109 T h i s m a y b e c o m p a r e d t o t h e r e p o r t o f a bio­
g r a p h e r ( G i o v a n n i P a u o l o ) w h o d e s c r i b e s h o w 
t h e c o n t i n o u s l y g r o w i n g i n n e r l i g h t o f t h e 
s a i n t b e c a m e , a t t h e t i m e o f h e r d e a t h , s o in­
t e n s e t h a t a b r i g h t a u r a a p p e a r e d a b o u t h e r 
f a c e (see Pe r love , Bernini, 3 2 a n d 4 3 f o r ob­
s e r v a t i o n s o n t h e s c u l p t u r e ' s ' a b s o r p t i v e r a t h e r 
t h a n r e f l e c t i v e , [ . . . ] l o o m i n g ' a p p e a r a n c e ) . See 
a l s o Ul ivi , 'La C a p p e l l a ' : 'La c o s t r u z i o n e d e i 
v o l u m i d i q u e l p a n n e g g i o i n t u m u l t o e s t u ­
d i a t a d a B e r n i n i a n c h e n e g l i e f f e t t i c h e la l u c e 
vi a v r e b b e " s c o l p i t o " . ' (89) 
110 O n t h e e n t r a n c e o f t h e a n g e l s w i t h l i g h t , s e e 
Pe r love , Bernini, 16 a n d H o w a r d H i b b a r d , Ber­
nini , H a r m o n d s w o r t h , 1965 , 220 . 
111 K a u f f m a n n , Bernini, 3 3 3 . S i m i l a r o b s e r v a t i o n s 
o n t h e process o f d y i n g d e p i c t e d b y B e r n i n i , 
l i n k i n g i t t y p o l o g i c a l l y t o t h e ' l a n g u i d d e a t h ' 
i n Pe r love , Bernini, 2 4 ­ 7 , 38 . T h e a u t h o r a l s o 
f o r w a r d s a n i l l u m i n a t i n g i n t e r p r e t a t i o n o f t h e 
J a n u s h e a d s a t t h e p i l a s t e r s , r e f e r r i n g t o J a n u s 
a s g u a r d i a n o f t h e d o o r s o f n i g h t a n d day , t h a t 
is, o f l i g h t ; a s d e i t y o f t h e m o n t h i n w h i c h 
L u d o v i c a d i e d ( J a n u a r y ) ; a n d a s t h e m a i n g o d o f 
t h e rione i n w h i c h L u d o v i c a l ived a n d d i e d 
(T ra s t eve re / I a n i c u l u m ) , 41. 
112 R u d o l f W i t t k o w e r , Gtan Lorenzo Bernini . The 
Sculptor of the Roman Baroque, L o n d o n , 1955 , 
2 8 ­ 9 . 
113 K a u f f m a n n , Bernini , 106, 142, 157. 
114 Lavin , Unity, 105. 
115 P r e i m e s b e r g e r , ' C a p p e l l a C o r n a r o ' , 2 0 8 . 
116 W i n n e r , ' B e r n i n i s " V e r i t a " ', 3 0 5 . 
117 K a u f f m a n n , Bernini, 274 . 
118 H i b b a r d , Bernini, 2 2 2 . 
119 Lavin , Unity, 3 4 . 
120 A n i m p o r t a n t e x c e p t i o n is E r n s t H. G o m b r i c h , 
' I c o n e s S y m b o l i c a e . P h i l o s o p h i e s o f S y m b o l i s m 
a n d t h e i r B e a r i n g o n A r t ' , Symbolic Images. Stu­
dies in the Art of the Renaissance 11, L o n d o n , 1972 , 
1 2 3 ­ 9 1 . G o m b r i c h s t a t e s a p o d i c t i c a l l y : ' F o r 
w h e r e t h e r e is n o c l e a r g u l f s e p a r a t i n g t h e 
m a t e r i a l , v i s i b l e w o r l d f r o m t h e s p h e r e o f t h e 
s p i r i t a n d o f s p i r i t s , n o t o n l y t h e v a r i o u s 
m e a n i n g s o f t h e w o r d " r e p r e s e n t a t i o n " m a y 
b e c o m e b l u r r e d b u t t h e w h o l e r e l a t i o n s h i p 
b e t w e e n i m a g e a n d s y m b o l a s s u m e s a d i f f e r e n t 
a s p e c t . . . . W a r b u r g d e s c r i b e d a s " D e n k r a u m ­
v e r l u s t " t h i s t e n d e n c y o f t h e h u m a n m i n d t o 
c o n f u s e t h e s i g n w i t h t h e t h i n g s i g n i f i e d , t h e 
n a m e a n d i t s b e a r e r s , t h e l i t e r a l a n d m e t a ­
p h o r i c a l , t h e i m a g e a n d i t s p r o t o t y p e . W e a r e 
a l l a p t t o " r e g r e s s " a t a n y m o m e n t t o m o r e 
p r i m i t i v e s t a t e s a n d e x p e r i e n c e t h e f u s i o n 
b e t w e e n t h e i m a g e a n d i t s m o d e l o r t h e n a m e 
a n d i t s b e a r e r . ' (125). My a r t i c l e c o m m e n t s cri­
t i c a l l y o n t h i s s t a t e m e n t f r o m a h i s t o r i c a l p o i n t 
o f v iew, e m p h a s i z e d by G o m b r i c h h i m s e l f (172). 
I a m f o l l o w i n g H o r s t B r e d e k a m p ' s o b j e c t i o n s t o 
a n o v e r l y d u a l i s t i c u n d e r s t a n d i n g o f ' N e o p l a ­
t o n i s m ' , s t i l l d o m i n a n t i n t e x t s o n b a r o q u e a r t 
h i s t o r y ( ' G o t t e r d a m m e r u n g d e s N e u p l a t o ­
n i s m u s ' , A. Beyer , e d . . Die Lesbarkcit der Kunst, 
B e r l i n , 1992 , 7 5 ­ 8 3 ) . 
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121 H i b b a r d , Bernini, 160 (my e m p h a s i s ) . 
122 C a r l o Del Bravo , ' S u l s i g n i f i c a t o d e l l a l u c e n e l 
C a r a v a g g i o e n e l B e r n i n i ' , Le risposte deWarte, 
F l o r e n c e , 1985 , 1 7 9 - 8 8 (185; m y e m p h a s i s ) . 
1 2 3 P r e i m e s b e r g e r , ' C a p p e l l a C o r n a r o ' , 209 . 
124 P r e i m e s b e r g e r , ' C a p p e l l a C o r n a r o ' , 218 . See 
a l s o Pe r love , Bernini, 32 : ' T h e w o r s h i p p e r . . . 
l o o k s t o w a r d t h e l i gh t - f i l l ed n i c h e , f r o m 
d a r k n e s s t o l i g h t , r e t r a c i n g i n m e t a p h o r i c 
t e r m s t h e e n l i g h t e n m e n t o f t h e be a t a ' s s o u l ' . 
See Pe r love , Bernini, 34: ' G o d s p e a k s d i r e c t l y t o 
t h e s o u l , i m p a r t i n g t o i t a n " i n t e l l e c t u a l 
v i s i o n " n o t p e r c e i v e d b y t h e s e n s e s . ' I n t e r ­
p r e t i n g B e r n i n i ' s Ludovica Albertoni, S o m m e r 
m e n t i o n s ' t h e D i v i n e L igh t s y m b o l i z e d by t h e 
p h y s i c a l l i g h t c o m i n g f r o m t h e c o n c e a l e d 
w i n d o w t o t h e l e f t ' , ' I c o n o g r a p h y o f A c t i o n ' , 
3 5 . 
125 Lavin , Unity, 157; P r e i m e s b e r g e r , ' C a p p e l l a Cor­
n a r o ' . See a l s o Axel Mi i l l e r , Die ikonische Dif­
/erenz. Das Kunstwerk als Augenblick, M u n i c h , 
1997, c h a p . 1 ('G. L. B e r n i n i : Die M e t a p h o r ­
i s i e r u n g d e s Kbrpe r s ' ) , w h o d e a l s , h o w e v e r , n o t 
w i t h t h e s u b j e c t o f l i g h t . O n t h e u s e f u l n e s s o f 
T e s a u r o ' s t h e o r y of m e t a p h o r s f o r b a r o q u e a r t 
h i s t o r y , s e e C h r i s t o p h L a d e m a n n , ' D e r F l u g d e r 
T a u b e . Die i l l u s i o n i s t i s c h e A r c h i t e k t u r m a l e r e i 
d e s 17. J a h r h u n d e r t s a l s m a t e r i e l l e M e t a p h e r ' , 
G o t t l e r e t a l „ Diletto e marav ig l ia , 1 2 9 ­ 4 5 . Fo r 
t h e p h i l o s o p h i c a l a n d l i n g u i s t i c a l c o n t e x t , s e e 
P e t e r M. D a l y a n d J o h n M a n n i n g , e d s , Aspects of 
Renaissance a n d Baroque Symbol Theory 1500­1700, 
N e w York, 1999 . P i e r a n t o n i o F r a r e h a s c o n v i n ­
c i n g l y d e m o n s t r a t e d t h a t it is m i s l e a d i n g ­ d u e 
t o B e n e d e t t o C r o c e ­ t o i d e n t i f y s e i c e n l o p o e ­
t ics w i t h T e s a u r o ' s ( ' n e m m e n o t r a i t r a t t a t i s t i 
la m e t a f o r a g o d e d i p a r t i c o l a r e c o n s i d e r a z i o n e : 
il P e r e g r i n i la d e d i c a u n o s p a z i o r i s t r e t t o 
e c o m u n q u e s u b o r d i n a t e a l l ' a c u t e z z a , i l 
P a l l a v i c i n o a d d i r i t t u r a l a s o t t o m e t t e a l i a 
s i m i l i t u d i n e , il t r a t t a t o d e l M e n i n n i n o n l a 
e l e n c a t r a le voc i a n a l i z z a t e . ' F r a r e , Cannocchiale 
Aristotelico, 91). 
126 T e s a u r o , Cannocchiale, 119. 
127 For t h e a s p e c t o f p l a y i n c r e a t i n g a n d d e t e c t i n g 
m e t a p h o r s , s e e M a r i o Z a n a r d i , ' M e t a f o r a e 
G i o c o n e l " C a n n o c c h i a l e a r i s t o t e l i c o " d i E m a ­
n u e l e T e s a u r o ' , Studi secenteschi, 26 , 1985 . 
2 5 ­ 9 9 . 
128 T e s a u r o , Cannocchiale, 336 . 
129 T e s a u r o , Cannocchiale, 3 3 8 . 
130 T e s a u r o , Cannocchiale, 342 . 
131 T e s a u r o , Cannocchiale, 3 5 3 ­ 4 ; s e e 5 8 5 . Fo r Te­
s a u r o ' s e i g h t c l a s s e s o f m e t a p h o r s , s e e S c a r p a t i 
a n d Be l l in i , I! vero e il /a lso , 6 6 ­ 8 . 
132 A r i s t o t l e , Poetics, 1459a . B u t s e e A g o s t i n o Mas­
c a r d i ' s w a r n i n g a g a i n s t t h e e x c e s s i v e u s e o f 
m e t a p h o r s , c o m p a r i n g t h e m ( m e t a p h o r i c a l l y ! ) 
t o s a l t i n a m e a l (Prose vuigar i , V e n i c e , 1 6 3 0 , 1 0 9 ; 
s e e P h i l i p p S o h m , Style in the A r t Theory of Early 
Modern Italy, C a m b r i d g e , 2001 , 7 6 ­ 7 ) . O n t h e 
s t i l l u n r e s o l v e d p h i l o s o p h i c a l p r o b l e m of t h e 
c o n s t i t u t i o n o f m e t a p h o r s , s e e E k k e h a r d Eggs , 
' M e t a p h e r ' , G e r t U e d i n g , ed . , Historisches Wor­
terbuch der Rhetorik, vol . 5, T u b i n g e n , 2001 , co l . 
1 0 9 9 ­ 1 1 8 3 , w h o e x h a u s t i v e l y r e f e r s t o t h e p r e ­
s e n t d e b a t e (col . 1 1 5 7 ­ 6 9 ) . 
1 3 3 W i t h h i s r e m o v a l o f a n y b a r r i e r s t o m e t a p h o r , 
T e s a u r o d r a w s a p a r a l l e l ( p r e p a r e d t h r o u g h t h e 
w o r k of P. R a m u s , A. F o u q u e l i n , O. T a l o n ) t o t h e 
c o n c e p t u a l r a t i o n a l i s m o f Por t ­Roya l , f o r w h i c h 
t h e r e f e r e n c e s t o s i m i l i t u d e a r e p r o d u c t s o f t h e 
m i n d , s e e Eggs , ' M e t a p h e r ' , co l . 1 1 3 7 ­ 3 8 . O n 
t h e t h e o r y o f m e t a p h o r s , s e e G i u s e p p e C o n t e , 
La metafora barocca. Studio sulle poetiche del sei­
cento, M i l a n , 1 9 7 2 ; P h i l i p p E. W h e e l w r i g h t , Me­
t a p h o r a n d Reality, B l o o m i n g t o n , 1973 ; U m b e r t o 
Eco , ' M e t a f o r a e s e m i o t i c a ' , U m b e r t o Eco, 
Semiotica e JUoscfia del l inguaggio , T u r i n , 1986 ; 
G e r h a r d K u r z , Metapher, Allegorie, Symbol, Go t ­
t i n g e n , 1997 ; A n s e l m H a v e r k a m p , ed . , Theorie 
der Metapher , D a r m s t a d t , 1996 ; A n s e l m Ha­
v e r k a m p , e d „ Die paradoxe Metapher, F r a n k f u r t , 
1998 . 
134 S c a r p a t i a n d Be l l i n i , H vero e il / a l so , IX. O n t h e 
f u n d a m e n t a l p r o b l e m o f t r u t h a n d f i c t i o n 
i n S e i c e n t o p o e t i c s , s e e S c a r p a t i a n d Be l l i n i , 
pass im. 
135 See S c a r p a t i a n d Be l l in i , II vero e i ! / a l so , 7 0 . Fo r 
s h a r p o b s e r v a t i o n s o n t h e t e n s i o n s b e t w e e n 
metafora a n d argutia a n d o n t h e p r e v a i l i n g u s e 
o f s i m p l e m e t a p h o r s i n M a r i n o a n d T e s a u r o , 
s e e F r a r e , Cannocchiale Aristotelico, 8 5 ­ 9 9 : 'En­
t r a m b e le m o d a l i t a q u i e l e n c a t e ­ si t r a t t i d i 
p r e s e n z a d e l m e t a f o r i z z a t o o d i o s t e n s i o n e d e l 
' g r o u n d ' ­ a w i c i n a n o . . . la m e t a f o r a a l i a si­
m i l i t u d i n e e c o n c io s t e s s o t e n d o n o a p r o v a r l a 
d e l v a l o r e e n t i m e m a t i c o n e c e s s a r i o a l i a cos t ­
r u z i o n e d e l l ' a r g u z i a . ' (90) 
1 3 6 ' Q u e l d o n o d i n a t u r a c h e si c h i a m a i n g e g n o 
c o n s i s t e a p u n t o i n c o n g i u n g e r e , p e r m e z z o d i 
s c a l t r e a p p r e n s i o n i , o g g e t t i c h e p a r e a n o a f f a ­
t t o s c o n n e s s i , r i n t r a c c i a n d o i n ess i g l i o c c u l t i 
v e s t i g i i d ' a m i c i z i a f r a l a s t e s s a c o n t r a r i e t a , l a 
n o n a w e r t i t a u n i t a d i s p e c i a l s i m i g l i a n z a n e l l a 
s o m m a d i s s i m i l i t u d i n e , q u a l c h e v i n c o l o , 
q u a l c h e p a r e n t e l a , q u a l c h e c o n f e d e r a z i o n e 
d o v e a l t r i n o n l ' a v r e b b e m a i s o s p e t t a t a . ' ( S f o r z a 
P a l l a v i c i n o , Del bene, R o m e , 1644 , 470) . I t is n o 
c o i n c i d e n c e , t h e n , t h a t P a l l a v i c i n o r e f e r s 
p r o g r a m m a t i c a l l y t o P l a t o i n h i s a n a l y s i s o f 
p o e t i c s a n d p r e f e r s ' s imi l i tudine ' t o 'metafora'. 
F a n t a s y r e p r e s e n t s s p i r i t u a l i m a g e s o f t h e in­
t e l l e c t ' c o n le m e n o d i s s o m i g l i a n t i f o r m e c h e 
p o t e a c c a t t a r d a g l i o b b i e t t i s e n s i b i l i ' (Arte della 
per/ezion cr i s t ianu , R o m e , 1665 , 59 ; s e e S c a r p a t i 
a n d Be l l in i , II vero e il faho, 7 3 ­ 1 8 9 , e s p . 
107 ff . [cit. 164]). Fo r a d e e p e r u n d e r s t a n d i n g o f 
T e s a u r o ' s c o n c e p t i o n o f ' t r u t h ' i n m e t a p h o r s . 
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r e f e r r i n g t o A u g u s t i n e , s e e F r a r e , Cannocchiale 
Aristotelico, 1 3 1 - 5 5 . 
1 3 7 O n t h e a d j a c e n t c o n c e p t o f m e t o n y m y i n s ty l e , 
s e e S o h m , Style, 7 4 - 8 . 
138 A n n e E u s t e r s c h u l t e , Analogia entis sen mentis. 
Analogie als erkenntnistheoretisches Prinzip in der 
Philosophic Giordano Brunos, W i i r z b u r g , 1997. See 
M a i o r i n o , Cornucopian mind, 6 0 - 1 ( e m p h a s i z i n g 
t h e ' p o i n t w h e r e t h e i m a g e o f l i g h t b e c a m e 
l i g h t i t s e l f ) ; M a a r t e n J.F.M. H o e n e n , ' A n a l o g i e ' , 
U e d i n g , Rhetorik, vol . 1, T u b i n g e n , 1 9 9 2 , 4 9 8 -
514 (a l so o n t h e d e b a t e o f t h e s i x t e e n t h a n d 
s e v e n t e e n t h c e n t u r i e s b e t w e e n t h e p r o p o n e n t s 
o f t h e ' A r i s t o t e l i a n ' a n a l o g y o f p r o p o r t i o n 
[ C a i e t a n ] a n d t h e ' P l a t o n i c ' a n a l o g y o f a t t r i b u ­
t i o n [F. S u a r e z a n d t h e J e s u i t s choo l ] , co l . 510). 
O n a n a l o g y a s a p a r a d i g m o f e a r l y m o d e r n 
' e p i s t e m e ' , s e e M i c h e l F o u c a u l t , Les mots et les 
choses, Pa r i s , 1966 , 3 2 f f . See , h o w e v e r , t h e 
t h o r o u g h c r i t i q u e o f F o u c a u l t ' s c o n c e p t o f 
a n a l o g y b y S t e p h a n O t t o , Das Wissen des 
Ahnlichen. Michel Foucault u n d die Renaissance, 
F r a n k f u r t , 1992 , e s p . 3 4 ­ 5 . 
1 3 9 P l a t o , Timaios, 31 cd . 
140 E u s t e r s c h u l t e , Analogia , 117. 
141 P l a t o , Politeia, 6, 5 0 8 b c . 
142 W o l f g a n g W i e l a n d , Platon u n d die Form des Wis-
sens, G o t t i n g e n 1982 , 200 ; s e e E u s t e r s c h u l t e , 
Analog ia , 122. 
143 G o m b r i c h , T c o n e s S y m b o l i c a e ' , 172 ­ ' Q u i d 
e n i m m i r u m e s t . si i n f e r i o r i s v i r t u s c o n ­
t i n e a t u r i n s u p e r i o r i e t e x c e l l e n t i o r i ? ' G a s p a r o 
C o n t a r i n i , De elementis, 1571 ( M u l s o w , Telesio, 
211). 
144 G o m b r i c h , ' I c o n e s S y m b o l i c a e ' , 177 (s igni­
f i c a n t l y i n t h e p a r a g r a p h o n A p p a r i t i o n s a n d 
P o r t e n t s ' ) . 
145 See H a n s B l u m e n b e r g , ' L i c h t a l s M e t a p h e r d e r 
W a h r h e i f , S tud ium Generale. 7, 1957, 4 3 2 ­ 4 7 . 
146 E u s t e r s c h u l t e , Ana log ia , 1 2 2 ­ 3 ; s e e H a m p u s 
L y t t k e n s , The ana logy between God a n d the world. 
An investigation of its background a n d in terpre ta­
tion of its use by Thomas of Aquino, U p p s a l a . 1952 , 
2. 
147 To c l a r i f y t h i s p o i n t , s e e M a r g a r e t R. Mi les , 
'V i s i on : T h e eye o f t h e b o d y a n d t h e eye o f t h e 
m i n d i n S a i n t A u g u s t i n e ' s " D e t r i n i t a t e " a n d 
" C o n f e s s i o n s ' " , Journal of Religion, 63 :2 , 1983 , 
1 2 5 ­ 4 2 . 
148 O n t h e d i f f e r e n t a s p e c t s o f l i g h t i n A u g u s t i n e , 
s e e F r a n c o i s ­ J o s e p h T h o n n a r d , 'La n o t i o n d e 
l u m i e r e e n p h i l o s o p h i c a g u s t i n i e n n e ' , Re­
cherches Augustiniennes, 2, 1962 , 1 2 5 ­ 7 5 . B e r n i n i 
p r e s u m a b l y o w n e d a c o p y o f De civitate Dei; s e e 
M c P h e e , ' B e r n i n i ' s b o o k s ' . 
149 P l o t i n , Enneads. vo l . 6, 9, 5, 16. 
150 O n t h e m e t a p h y s i c s o f l i g h t , s e e F r a n z J. Do lge r , 
Sol Salutis , M i i n s t e r , 1925 . 
151 Expos , s. i e r a r c h i a m cae l . 1 , 1 ( M i g n e , Patrologia 
latina, vo l . 122 , co l . 128); s e e W e r n e r Beier­
w a l t e s , 'L i ch t ' , J o a c h i m R i t t e r u n d K a r l f r i e d 
G r t i n d e r , e d s , Historisches Worterbuch de r Philoso­
p h i c vol . 5, Base l a n d S t u t t g a r t , 1980 , co l . 2 8 2 ­
6 . 
1 5 2 P l o t i n , Enneads, vol . 1, 7, 1, 23 ; s e e E u s t e r ­
s c h u l t e , Analogia , 196. 
153 See L i n d b e r g , Theories; S c h o n e , Licht in de r Maler­
ei, 5 5 f f . For t h e R e n a i s s a n c e , a n d e s p e c i a l l y 
f o r L e o n a r d o , s e e F r a n k F e h r e n b a c h , Licht u n d 
Wdsser. Z u r D y n a m i k naturphilosophischer Leitbilder 
im Werk Leonardo da Vincis, T u b i n g e n , 1 9 9 7 , 1 1 5 ­
92 . O n t h e s i x t e e n t h c e n t u r y , s e e t h e o u t ­
s t a n d i n g m o n o g r a p h o f U r s z u l a S z u l a k o w s k a , 
The Alchemy of Light. Geometry and optics in late 
Renaissance alchemical illustration, L e i d e n , 2 0 0 0 
( w i t h e x t e n s i v e b i b l i o g r a p h y ) . 
154 R a i n e r S c h m i d , Lux incorporata. Zur ontologischen 
Begr i indung einer Systematik des farbigen Aufbaus 
in der Malerei , H i l d e s h e i m a n d N e w York, 1 9 7 5 , 
14. 
155 T h o m a s L e i n k a u f , Mundus combinatus. Studien 
zur Struktur der barocken Universalwissenschaft am 
Beispiel A t h a n a s i u s Kirchers SJ (1602­1680), B e r l i n , 
1993 ; J e f f r e y C h i p p s S m i t h , Sensous Worship. Je­
suits and the art of the early catholic re /ormat ion in 
Germany, P r i n c e t o n a n d O x f o r d , 2 0 0 2 . O n a n t i ­
d u a l i s t i c c u r r e n t s i n s e i c e n t o s c i e n c e , s e e F r a n k 
P o h l e , ' U n i v e r s a l w i s s e n s c h a f t ' , H a n s H o l l a n d e r , 
ed . , Erkenntnis, Er i indung, Konstruktion. Studien 
zur Bildgeschichte von Naturwissenschaften und 
Technik vom 16. bis zum 19. Jahrhundert, B e r l i n , 
2 0 0 0 , 7 3 ­ 1 1 9 . 
156 For J e s u i t s c i e n c e ( an e x c e l l e n t b i b l i o g r a p h y is 
p r o v i d e d by U g o B a l d i n i , 'D ie P h i l o s o p h i e u n d 
d i e W i s s e n s c h a f t e n i m J e s u i t e n o r d e n ' , J e a n ­
P i e r r e S c h o b i n g e r , ed . , Die Philosophie des 17. 
J a h r h u n d e r t s | G r u n d r i s s d e r G e s c h i c h t e d e r 
P h i l o s o p h i e ] , 2 vols , Base l , 1998 , vol . 2 . 6 6 9 ­
749 | 750 ­69 ] ) , s e e G a b r i e l e B a r o n c i n i , 'L'in­
s e g n a m e n t o d e l l a filosofia n a t u r a l e n e i c o l l e g i 
i t a l i a n i d e i g e s u i t i (1610­1670) . U n e s e m p i o d i 
n u o v o a r i s t o t e l i s m o ' , G i a n P a o l o Br izz i , ed . , La 
Ratio Studiorum. Modelli cu l tura l ! e pratiche edu­
cative dei gesuiti in Italia tra Cinque e Seicento, 
R o m e , 1981, 1 6 3 ­ 2 1 5 ; A n t o n e l l a R o m a n o , 'Les 
j e s u i t e s d a n s la c u l t u r e s c i e n t i f i q u e r o m a i n e 
( 1 6 3 0 ­ 1 6 6 0 ) ' , C h r i s t o p h L. F r o m m e l a n d Elisa­
b e t h S l a d e k , e d s . Francesco Borromini. Atti del 
convegno internazionale. Rome 1.3­15 January 2000, 
M i l a n , 2 0 0 0 , 3 2 9 ­ 3 4 ; A n d r e a B a t t i s t i n i , Galileo e 
i gesuiti . Mi!i le l lerar i e retorica della scienza, Mi­
l a n , 2 0 0 0 . O n J e s u i t s a n d m a g n e t i s m , s e e J e a n 
D a u j a t , (.higines et formation de la theorie des 
phe'nomenes e'lertriques el magnet iques , 3 vo l s , 
Pa r i s , 1945 , vol . 2, 1 9 2 ­ 3 ; J o h n L. H e i l b r o n , 
Electricity in the seventeenth and eighteenth cen­
turies. A study of early modern physics, Be rke ley , 
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1 9 7 9 , 1 0 1 - 1 1 4 ; 1 8 0 - 9 2 . O n s e v e n t e e n t h - c e n t u r y 
o p t i c s , s e e M. C l a r a R u g g i e r i T r i co l i , Paolo 
Amato. la corona e il serpente, P a l e r m o , 1982 ; 
R o b e r t o Savel l i , Gr imaldi e la rifrazione, B o l o g n a , 
1951 ; Vasco R o n c h i , ' P a d r e G r i m a l d i e il s u o 
t e m p o ' , Physis, 5 , 1 9 6 3 , 3 4 9 - 7 2 ; A b d - a l - H a m i d I. 
S a b r a , Theories of Light from Descartes to Newton, 
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